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DISSERTATION I.

ON THR

IDEA OF UNIVERSAL POETRY.

WHEN we speak of poetry, as an art, we .
mean such a way or method of treating a sub- -
Ject, as is found most pleasing and delcghtful

tous. In all-other kinds of literary composl- o

 tion, pleasure is subordinate to USE: in poetry
~ only, PLEASURE is the end, to which use itself"

* -(however it be, for certain reasons, always pre-

tended) must submit, ) -

.-~ 'This ¢dea of the end of poetry is no novel
- _.one, butindeed the very same which our great
'philos'g»pher,entertained of it; who gives it as
the essential note of this part of learning—
'~ THAT IT SUBMITS THE SHEWS OF THINGS TO THE
. DESIRES OF THE MIND: WHEREAS REASON DOTH
' BUCKLE AND BOW THE MIND UNTO THE NATURE.
.. OF THINGS. - For to gratify the desires of the
. <+ mind, is to PLEASE: Pleasure then, in the .
: B2
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idea of Lord Bacon, is the ultimate and ap- -
propriate end of poetry ; for the sake of which
it accommodates itself to the desires of the
mind, and doth not (as other kinds of writing,
which are under the controul of reason) buckle
and bow the mind to the nature of things.

‘But they, who like 3 principle the better - _

for seeing it in Greek, may take it in the words

of an old philosopher, ERATOSTHENES, who af- -

'ﬁrmed—wommv wavra soyadecbar Yuyayo-

yiag, & ddacxaniag — of which words, the

definition given above, is the translation. .

~ This notion of the end of poetry, if kept
steadily in view, will unfold to us all the mys-

. teries of the poetic art. There needs but to

' evolve the philosopher’s idea, and to apply it,
" as occasion serves. The art of poetry will be,
utliversally, THE ART OF PLEASING ; and all its
rules, but so many means, which experience
finds most conducive to that end ;

* Sic ANIMIs natum inventurnque poena JUVANDIS.

" Aistotle has delivered and explained these
rules, so far as they respect one species of

poetry, the dramatic,” or, more properly .

speaking, the fragic: And when such a wrifer,
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as he, shall do a8 much by the other species,
then, and not till then, a .completé ArT. or
PoETRY ' Will be formed. :

I have not the presumption to think myself,

in any degree, equal to this arduons task:

But from the 1dea of this art, as given above,

an ondinary ‘writer may undertake fo deduce .

gome general conclusions, .concerning Univer-
sal Putry, which seem ;repdrathry to those
nicer disquisitions, concermng its seweral sorts
or species.

1. &t Bollows from ‘that #Es, that jt should 2
neglect no advantage, that faiely affers iteelf,

of appearing in such a dresé or mode of lan-
guage, a8 is moet faking and agreeable to us.

We may expect then, in the language or style.

-of poetry, a choice of such words. as are moost

*

_sonorons aud expressive, and such an arrange-

sment of them as threws the discourise. out of
the ondinary and commen phrase of conversa-
-tion, Novelty and wariety are certain sources

of pleasare : a comstruction of words, which is -

not vadgar, is:thevefore more snited fo ¢the ends
- of poetry, than .oue which we are every day
aceustorhed  to dn fainiliar discourse. Some

manmers of plaging them arg, -also, Mmove agres-

gble %o the ear, than athirs: Poetry, them, is
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studious of these, as it would by all means,
" pot manifeitly absurd, give pleasure: And
_hence a certain musical cadence, or what we
call Rhythm, will be affected by the poet.

But, of all the means of adorning and en-
livening a discourse by words, which are infi-
mnite, and perpetually grow upon us, as our
knowledge of the tongue, in which we write,
and our skill in adapting it to .the ends of
© ‘poetry, increases, there is none that pleases -
more, than figurative expression.

By figurative expression, 1 would be un-
derstood to mean, here, that which respects
the pictures or images of things. And this .
sort of ' figurative expression is universally
pleasing to us, because it tends to impress on
‘the mind the ‘most distinct and vivid concep-
-tions; and truth of representation being of less
account in this way of composition, than the
liveliness of it, poetry, as such, will delight
.in tropes and figures, and those the most
"-strongly and forceably expressed. -And though
the application of figures will admit of great
“variety, according to the nature of the subject,
““and the management of them must be suited
-to the taste and apprehension of the people, to
whom " they are addressed, yet, in some way
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" or other, they will find a place. in all works of
poetry; and they who object to the use of
them,’ only shew  that they are not capable of
being - pleased by this sort of composition, or
do, in effect, interdict the thing itself.

The ancients looked for so much of this force
and spirit of expression in whatever they dig-
nified with the name of poem, that Horace
tells us it was.made a question by some, whe-
ther comedy were rightly referred to this class, -
‘beeause it differed only, in point of measure,
from mere prose.

Idcirco quidam, comoedia necne poema

Esset, quaesivere: quod acer spiritus, ac vis,

Nec wverbis, nec rebus inest: nisi quod pede
certo ’ *

Differt sermoni, sermo merus—  Sat. L. L iv.

.But they might have spared their doubt, or
at least have resolved it, if they had considered
- that comedy adopts as much of this force and
spirit of words, as is consistent with the na-
ture and degree of that pleasure, which it pre-
tends to give. For the name of poem will be-
long to every composition, whose primary end
is to please, provided it be so constructed as to
afford all the pleasure, which its kind or sort

will permit,
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CIL Fromtheldeuoftheendofpoetry it

.follom, that not only figurative and tropical -

terms will be employed in iit, as these, by the
images they convey, and by the air of novelty
which such indirect ways of speaking carry
__ with them, are found most delightful to us,

~ but also that ¥1cTION, in the largest sense of

the word, is essential to poetry. For its pur-

_ pose is, not to delineate truth simply, but te -

present it in the most taking forms; not to re-
flect the real face of things, but to illustrate
and adorn it; not to represent the fairest ob-
jects only, but to represent them in the fairest
lights, and to heighten all their beauties up to
the possibility of their natures; nay, to out-
§trip nature; and to address itself to our w11dest

fancy, rather than to our Judgment and cooler -

sense.

oir ¢1n8¢gx‘ra‘z 1Y dvdgdoy, é’f maxa;&
- Obre Vo wegiANT TR

- As sings one of the profession®, ‘who seems to
have understood his privileges very well.

~ For there is éométhing in the mind of man,
~-sublime and elevated, which prompts it to
everlook all obvious and familiar appearances,

._ hmo sx Pl\lmh. Vd- lo P- 150 P"o lm
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" and to feign to itself other and more extraor-
" dinary; such as correspond to the extent of its
ewn powers; and fill out all the faculties and
_ capacities of our souls. This restless and as-
piring disposition, poetry, first and principally,
would indulge and flatter ; and thence takes its
name of divine, as if some power, above hu-
mun, conspired to lift the mind to these exalted
conceptions.

Hence it comes to pass, thit it deals in
apostrophes and invocations ; that it imperso-
nates the virtues and vices; peoples all creation
with new and living forms; calls up infernal
"spectres to terrify, or brings dowa celestisl
natures to astonish, the imagination‘; assema-
bles, combines, or comaects its ideas, at plea-
sure; in short, prefers uot only the agreeable,
and the graceful, but, as occasion -<calls upon
her, the vast, the incredible, 1 had almest
said, the impossible, to the obvious truth end
nature of things. For all this is but a feeble
expression of that magic virtue of poetry, which
our Shekespear has so foreibly described in
those well-known lines—

The poet’s eye, in 4 fin€ frenzy rowling,
Doth glance from heavn to earth, from
earth to heav'n;
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And, as Imagination bodies forth ‘
~ The forms of things unknown, the poet’s pen
. Turns them to shape, and gives to aery
' nothing :
A local habitation and a name.

When the received system of manners or
religion in any country, happens to be so con-
stituted as to suit itself in some degree to this
-extravagant turn’ of the human mind, we may
expect that poetry will seize it with avidity,
will dilate upon it with pleasure, and take a
pride to erect its specious wonders on so proper
and convenient a ground. Whence it cannot
seem strange that, of all the forms in which
poetry has appeared, that of pagan fable, and
gothic romance, should, in their turns, be
found the most alluring to the true poet. For,
in defect .of these advantages, he will ever ad-
venture, in some sort, to supply their place
with others of his own invention; that is, he
‘will mould every system, and convert every
subject, into the most amazing and miraculous
~ form.

And this is that I-would say, at present, of
these two requisites of universal poetry, namely,
that licence of expression, which we call the
style of poetry, and-that licinc_f of represen-
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tation, which we call fiction. The style is,
. as it were, the body of poetry; fiction, is its
- soul: Having, thus, taken the privilege of a
poet to create a Muse, we have only now to
give her a voice, or more properly to fune it,
and then she will be in a condition, as one of
her favourites speaks, To RAVISH ALL THE Gobs.

. For

II1. It follows from the same idea of the-

end, which poetry would accomplish, that not

only Rhythm, but NuMBERs, properly so called, -
is essential to it. For this Art undertaking to
gratify all those desires and expectations of

pleasure, that can be reasonably eatertained
by us, and there being a capacity in language,
‘the instrument it works by, of pleasing us very
highly, not only by the sense and imagery it
conveys, but by the structure of words, and
still more by the harmonious arrangement of
them in metrical sounds or numbers, and
lastly there being no reason in the nature of
the thing itself why these pleasures should not
be united, it-follows that poetry will not be
that which it professes tﬁ be, that is, will not ~
accamplish its own purpose, unless it delight
the ear with numbers, or, in other words, un-
Jess it be cloathed in VERsE.
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The reader, I dare say, has hitherto gone
along with me, in this deduction: but here, I
" suspect, we shall separate. Yet he will startle
. the less at this conclusion, if he reflect on the
origin and first application of poetry among all o

nattons,

It is every where of the most early growth,
preceding every other sort of composition; and
being destined for the ear, thatis, to be either
sung, or at least recited, it adapts itself, even .
in its first rude essays, to that sense of measure
and proportion in sounds, which is so natural
to us. The hearer’s attention is the sooner

. gained by this means, his . entertainment

quickenéd, and" his admiration of the per-
former’s art excited. Men are ambitious of
pleasing, and ingenious in refining upon what
they observe will please. So that musical ca-
dences and harmonious sounds, which nature
dictated, are farther softened and improved by
art, till poetry become as ravishing to the ear,
as the images, it presents, are to the imagina-
" tion.- In process of time, what was at first
the extemporaneous production of genius
or passion, under the conduct of a matw-
ral ear, becomes the labour of the closet, .-
and is conducted by artificial rules; -yet still,
~ with a secret reference to the sense of hearing, -



UNIVERSAL POETRY. - 13 .

and to that acceptation which melodious sounds -

meet with in the recital of expressive words.

- Even "the prose-writer (when the art is
enough advanced to produce prose) having
been accustomed to have his ear consulted and

gratified by the poet, catches insensibly the

same harmonious affection, tunes his sen-.

tences and periods to some agreement with
" song, and transfers intd his coolest- nayrative,
~ or gravest instruction, something of that mu-
sic, with which his ear vibrates from poehc
impressions.

In short, he leaves measnmd and determi-
nate numbers, that is, MErYRe, to the poet,

-who is to please up to the height of his facul-

ties, and the nature of his work ; andonlyre-‘
serves to himself, whose purpose of giving -

pleasure is subordinate to another end, the

jooser mausical measure, or. what we - call .

Ruvramicar Prose.

The reason appears, from this deduction,

why all poetry aspires to please. by melodious |

numbers. To some species, it is thought
more essential, than to others, because those
species continue to be sung, that is, are more
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immediately addressed to the ear; and because
they continue to be sung.in concert with mu-
sical instruments, by which the ear is still
more indulged. It happened in antient Greece,
that even tragedy retained this accompaniment
of musical instruments, through all its stages,
and even in its most improved state. Whence
Aristotle includes Music, properly so called, -
as. well as Rhythm and Metre, in his idea of
the tragic poem. Ile did this, because he.
found the drama of his country, omnIBUS NU-
MERIS ABSOLUTUM, I mean in possession of all
the advantages which could result from the
union of rhythmical, metrical, and musical
sounds. Modern tragedy has relinquished
part of these: yet still, if it be true that this
poem be more pleasing by the addition of the
-musical art, and there be nothing in the nature
of the composition which forbids the use of it,
* 1 know not why Aristotle’s idea should not be
adopted, and his precept become a standing
law of the tragic stage. For this, as every
other péem, being calculated and designed
properly and ultimately to please, whatever
contributes to produce that end most perfectly, -
~all cireumstances taken into the account, must
_be thought of the nature or essence of the
kind. '
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But without carrying matters so far, let us

confine our attention to metre, or what we call’
verse. This must be essential to every work -
bearing the name of poem, not, because we °
are only accustomed to call works written in’

verse, poems, but because a work, which pro-
fesses to please us by every possible and ‘proper
method, and yet does not give us this plea-
sure, which it is in its power, and is no way
improper fof it, to give, must so far fall short
of fulfilling its own engagements to us; that is,
it has not all those ‘qualities which we have a
right to expect in a work of literary art, of
which pleasure is the ultimate end.

To explain myself by an obvious instance.
History ‘undertakes to INsTRuUCT us in the
transactions of past times. If it answer this
purpose, it does all that is of its nature; and,
if it find means to please us, besides, by the
harmony of its style, and vivacity of its narra-
tion, all this is to be'accounted as pure gain:
if it instructed onLv, by the truth of its-

_Teports, and the perspicuity of its method, it

would fully attain its end. Poetry, on the’

other hand, undertakes to pLEAsE. If it em-
ploy all its powers to this purpose, it effects all

that is of its nature: if it serve, besides, to-

inform or instruct us, by the truths it conveys,

‘w
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and by the precepts or examples it inculeates,
this service may rather be accepted, than re-
- quired by us: if it pleased onvLy, by its inge-
nious fictions, and harmonious structure, it
would discharge its office, and answer its
end.

In this sense, the famous saying of Erato-
sthenes, quoted above—that the poet’'s aim is
to please, not to instruct—is to be undey-
stood : nor does it appear, what reason Strabo
eould have to take offence at it;. however it
might be misapplied, as he tells us it was, by
that writer. . For, though the poets, no doubt
(and especially ‘THE POET, whose honour the:
great Geographer would assert, in his criticism
~ on Eratosthenes) frequently instruct us by a
true and faithful representation of things; yet

" even this instructive air is only assumed for the

sake of pleasing ; which, as the human mind

“is constituted, they could not so well do, if

they did not instruct at all, that is, if éruth
were wholly neglected by them. So that plea-

sure is still the ultimate end and scope of the

poet’s art; . and instruction itself is, in his

hands, only one of the means, by which he

would effect it®. '

b See StaaBo, L i p. 15, Par. 1620,
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I am the larger on this head to skew that it
is not a mere verbal dispute, as it is commonly
thought, whether poems should be written in
verse, or no. Men may include, or not in-
clude, the.idea of metre in their complex idea .
of what they call .a Poem. What I contend
for, is, that mefre, as an instrument of
pleasing, is essential to every work of poetic

- art, and would therefore enter into such idea,
if men judged of poetry according to its con-,
fessed nature and end.

. Whence it may seem a little strange, that
my Lord Bacon should speak of poesy as a
part of learning in measure of words FoR THE -
MOST PART restrained ; when- his own notion,
as we have seen above, was, that.the essence
of poetry consisted in submitting the shews of
things to the desires of the mind. For these
shews of things could only be exhibited to the
- mind through the medium of words : and it is
Just as natural for the mind to desire that these
words should be harmonious, as that the
images, conveyed in them, should-be illus-
#rious ; there being a capacity in the mind of
being delighted through its organ, the ear, as
* well as through its power, or faculty of imagi-
nation. And the wonder is the greater, be-
cause the great philosopher himself was aware
VOL. II, - c
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of the agreement and consort which poetry
hath with music, as well as with man’s nature
‘and pleasure, .that is, with the pleasure which
naturally results. from gratifying the imagina-
tion. So that, to. be consistent with himself,
he should, méthinks; have said — that poesy
~ was a part of learning in measure of words
ALWAYS restrained ; such ‘poesy, as, through
the idleness or. negligence of ‘writers, is not so '
restrained, not agreeing to hlS own idea of this
part of learning®.

These reflexions ‘will afford. a proper solu-
tion of that question, which has been agitated
by the critics, “ Whether a work of fiction
“and imagination (such as that of the arch- -
¢ bishop of Cambray, for instance) conducted,
© “in other respects, according to the rules of
“ the epic poem, but written in prose, may
« deserve the name of PoEM, or not” For,
though it be frivolous indeed to dispute about
names, yet from what has been said it appears,
that if metre be not incongruous to the nature
of an epic composition, and it afford a pleasure
which is not to be found in mere prose, metre
is, for that reason, essential to this mode of

¢ Abv. or Lxarxine, vol. i p. 60, Dr. Birch’s Ed,
. l785. ’
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writing ; which is only saying in other words,
that an epic composition, to give all the plea-
sure. which it is capable of giving; must be
written in verse.

But, secondly, this conclusion, I think; ex--
tends farther than to such works as aspire to
the name of epic. For instance, what are we
-to think of those novels or romances; as they
are called, that is, fables constructed on some

_private- and familiar subject, which have been -

so current; of late, through all Europe? As.
they propose pleasure for their end, and pro-
secute it, besides, in the way of fiction, though
without metrical numbers, and generally, in-
deed, in harsh and rugged prose, one easily
sees what their pretensions are, and under.
what idea they are ambitious to be received.
Yet, as they are wholly destitute of measured
sounds (to say nothing of their other number- -
less - defects) they can, at most, be considered
but as hasty, imperfect, and abortive poems;
whether spawned from the dramatic, or nar-
rative species, it may be hard to say —

U'nﬁnish‘d. things, one knows not what to
) call, '
- - Their generation’s s0 equivocal.
‘ c2
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However, such as they are, these novelfies
have been generally well received : “Some, for
the real merit of their execution; Others, for

" their amusing subjects; Al of them, for the
gratification they afford, or promise at least,
to a vitiated, palled, and sickly imagination —
that last disease of learned minds, and sure
prognostic of expiring-Letters.. But whatever
may be the temporary success of these .things
(for they vanish as fast as they are produced,

" and are produced as soon as they are conceived)
good sense will acknowledge no work -of art
but such as is composed according to the laws
of its kind. These xINDs, as arbitrary things
as we account them (for I neither forget nor
dispute what our best philosophy teaches - con-
cerning kinds and sorts), have yet so far. their
foundation in nature and the reason of things,
that it will not be allowed us to multiply, or
vary them, at pleasure. ‘We may, indeed,
mix and confound them, if ‘we will (for there
is a sort of literary luxury, which would en- .
gross all pleasures at once, even such as are
contradictory to each other), or, in our rage

' for incessant’ gratification, we may take up
with half-formed pleasures, such as come first
to hand, and may be administered by any -
- body: But true taste r_equires chaste, severe,
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and simple pleasures; and true genius will only
be concerned in administering such.

- Lastly, on the same. principle on which we

have decided on -these questions concerning
* the absolute merits of poems in prose, in
all languages, we may, also, determine ano-
ther, which has been put concerning the
" comparative merits. of RuYMED, and what is
called BLANK verse, in our own, and the other

modern languages.

. Critics and antiquaries have been sollicitousi
'to find out who were the inventors of rhyme,
. which some fetch from the Monks, some from _
the Goths, and others from the Arabians:
whereas, the truth seems to be,. that.rhyme;
_or the consonance of final syllables, occurring
at stated intervals, is the dictate of nature, or,
as we may say, an appeal to the ear, in all lan-
guages, and in some degree pleasing in all. The
difference is, that, in some languages, these con-
-~ sonances are apt of themselves to occur so often
_ that they rather nauseate, than please, and se,
instead of being affected, are studiously avoided
by good writers ; while in others, as in all the
modern ones, where these -consonances are lesg’
frequent, and where the quantity of syllables
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is not so distinctly marked as, of itself, to af~
ford an harmonious measure and’ musical va-~
riety, there it is of necessity that poets have
had recourse to Rhyme; or to some other ex-
pedient of the like nature, such as the Allite-
“ration, for instance; which is only another.
way of delighting the ear by iterated sound,
and may be defined, the consonance of initial
letters, as thyme is, the consonance of final

. syllables. All this, I say, is of necessity, be-

cause what we cgil verses in such languages
will be otherwise untuneful, and will not strike
the ear with that vivacity, which is requisite
to put a sensible difference between poetic

numbers and measured prose. :

In short, no method of gratifying the ear
by measured sound, which experience has
found pleasing, is to be neglected by the poet:
and although, from the different structure
~ and genius of languages, these methods will

‘be different, the studious application of such
methods, as each particular language allows,
becomes a necessary part of his office. He
- will only cultivate those methods most, which
tend to produce, in a given language, the most
harmonious structure or measure, of which it’
is capable, .
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" Hence it comes to pass, that the poetry of

some modern languages cannot so much as
subsist, without rhyme: In others, it is only
embellished by it. Of the former sort is the
- French, which therefore adopts, and with
good reason, rhymed verse, not in tragedy
only, but in comedy: And though foreigners,

who have a language differently constructed,

are apt to treat this observance of rhyme as an
idle affectation, yet it is but just to allow that
the Frerich themselves are® the most competent
Judges of the natural defect of their own
tongue, and the likeliest to perceive by what
management such defect is best remedied or
concealed.

In the latter class of languages, whose
poetry is only embellished by the use of
" rhyme, we may reckon the Italian and the
‘English: which being naturally more tuneful
“and harmonious than:the French, may afford
all the melody of sound which is expected in
some sorts of poetry, by its varied pause, and
guantity only ; ‘while in other sorts, which are
more sollicitous to please the ear, and where
such sollicitude, if taken notice of by the
reader or hearer, is not resented, it may be

proper, or rather it becomes a law of the Eng- -

lish and Italian poetry, to'adopt rhyme. Thus,

y—
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our tragedies are usually composed in blank

verse: but our epic and Lyric compositions .

are found most pleasing, when cloathed in

rhyme. Milton, I know; it will be said, is)

an exception: But, if we set aside some .

learned persons, who have suffered themselves
to be too easily prejudiced by their admiration
of the Greek and Latin languages, and still
more, perhaps, by the prevailing notion of the
~monkish or gothic original of rhymed verse,
~ all other readers, if left to themselves, would,
_ I dare say, be more delighted with this poet,
if, besides his various pause, and measured

. quantity, he had enriched his numbers, with
* .rhyme. So that his love of liberty, the ruling
passion of his heart, perhaps transported him

too far, when he chose to follow the example

set him by one or two writers of prime note
(to use his own eulogium), rather than comply

with the regular and prevailing practice of his

favoured Italy, which first and principally, as
our best rhymlst sings,

~ With pauses, cadence, and well-vowell’d
words,

And all the graces a good ear affords,
MADE RHYME AN ART—

Our (':omedy, indeed, is gemerally written
in prose; but through the idleness, or il taste,
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of aur writers, rather than from any other just
" cause. For, though rhyme be not necessary,
or rather would be improper,.in the comedy
of our language, which can support itself ‘in
poetic ‘numbers, without the diligence of
rhyme; yet some sort of metre is requisite in
this humbler species of poem; otherwise, it _
will not contribute all that is within its power
end province, to please. And’the particular
metre, proper for this species, is not far to
seek. For it can plainly be no other than s

careless and looser Iambic, such as our lan-. |

guage naturally runs into, even in conversation,
and of which we are not without examples, in
our old and best writers for the comic stage,
But it is not wonderful that those critics, who -
take offence at English epic poems in rhyme,
because the Greek and Latin only observed
guantity, should require English comedies to
be written in prose, though the Greek and
Latin comedies were composed in verse: For
. the ill application of examples, and the neglect
of them, may be well enough expected from
‘the same men, since it does not appear that
their judgment was employed, or the reason -
of the thing attended to, in either instance.

And tHUS much for the idea of Umvxnsn
Poerry. It is the art of treating any subject
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in such a way as is found most delightful to
us; that is, IN AN ORNAMENTED AND NUMEROUS
STYLE—IN THE WAY OF FICTION—AND IN
vERSE. Whatever deserves the name of PoEM
. must unite these three properties; only in dif-

ferent degrees of each, according to its nature.

For the art of every kind of poetry is only this
general art so modified as the nature of each,

- that is, its more immediate and subordmate '

end, may respectwely require.

‘We are now, then, at the well-head of the

poetic art; and they who drink deeply of this

spring, will be best qualified to perform the

‘rest. But all heads are not equal to these ce--

. pious draughts; and, besides, I hear the sober
- reader admonishing me long since—

Lusisti satis atque BIBISTI ;
Tempus abire tibi est, ne POTUM LARGIUS
.\ .AEQUO
Rldeat et pulset lasciva decentlus AETAS,

_ THURCASTON,
MDCCLXV.
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ON THE .

'PROVINCES OF THE DRAMA.

IN the former Essay, I gave an idea, or slight
sketch, of Universal Poetry. In this, I at-
tempt to deduce the laws.of one of its kinds,
the Dramatzc, under all its forms. And I
engage in this task, the rather, because, though
much has been said on the subject of the
drama, writers seem not to have taken suffi-
cient pains to dlstmgmsh wnth exactness, lti
several species,

I deduce the laws of this poem, ps I did

those of poetry at large, from the consideration -

" of its end: not the general end of poetry,
which. alone was proper to be considered in

the former case, but the proxxmate end o£ .
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this kmd For' from these ends, in subordi-

. nation to that, which governs the genus, or
‘which all poetry, as such, designs and prose-
cutes, are the peculiar rulps and’ maxjms of

. each species to be derived.

THE PURPOSE OF THE DRAMA is,” univer-
sally, “ to represent human life in the way of

.« getion.”  But as such représentatlon 18 made

for separate and distinct ExDs, it is, further,
distinguished into different species, which we
&now by the names " of “TRAGEDY, COMEDY,
and FARLE.

By TRAGEDY, then, I mean that specles
of dramatlc representatlon, whose end is
« to excite the passions of PiTy and TERROR,
and: perhaps some -others, nearly allzed to
them "

By COMEDY that which proposeth, for the
Snds of its representatlon, “ the senmsation qf
pleasure arising from a view of the truth of

| CHARACTERS, more, especially #heir speczﬁc

di ferences.”

By Faxce I understand, that species of the

' drama “ whosé sole aim aml tendency is to

excite LAUGHTEB,.
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The idea of these three species being then
proposed, let us now see, what conclusions
may be drawn from it. . And chiefly in respect
of Tragedy and Comedy, which are most .

lmportant. For as to what concerns the
~ province of Farce, this will be easxly under-
~ stood, when the character of the other two
is once settled

~-
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CHAP. 1.
~ON THE Pnovwczs OF TRAGEDY AND
SR " . COMEDY.

FroM the idea of these two ‘species, a$
given above, the following conclusions, about
the natures of each, are immediately deducible.

- 1. If the proper end of TRAGEDY be to af-

Sfect, it follows,  that actions, not characters,

« are the chief object of its representatibns "
For that which affects us most in the view of;
human life is the observation of those slgnal A
circumstances of felicity or dwtress, which
occur in the fortunes of men. But felicity
and distress, as the great critic takes notice,
depend on action; xara Tog m’pu&ssg, euSaty.ovs;,
% 7evavriov. They are then the calamitous
events, or fortunate Issues in human action,
which stir up the stronger affections, and agi-
tate the heart with Passion. - The manners
are not,” indeed, to be neglected. But they
become an inferior consideration in the views
of the tragic poet, and are exhibited only for
the sake of making the action more proper to
.interest us. Thus our joy, on the happy
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catastrophe f the fable, depends, in 2 good -
degree, on the virtuows character of the
agent ; a8 on the other hand, we sympathize
more strongly with him, on a distressful issue.
The manners of the several persons in the
drama must, also, be signified, that the ac
tion, which in many cases. will be determined
by them, may appear to be carried ‘on with
‘truth and probability. Hence every thing
passing before us, as we are accustomed to see
it in'real life, we.enter more warmly into their
. interests, as forgetting, that we are attentive
to a fictitious scene. And, besides, - from
. ~knowing the personal good, or ill, gqualities
of the agents, we learn to anticipate their fu-.
ture felicity or misery, which gives increase
to the passion in either case. Our acquaint-
ance with Iaco's close villainy makes us

tremble for Othello and Desdemona befprea, .
- hand: and Hamrer's filial piety and intrepid -

daring occasion the audience secretly to exult
in the expectation of some successful vengeance
to be inflicted on the incestuous murderers.

2. For the same reason as tragedy takes for-
. its object the actions of men, it, also, prefers,
- or rather confines itself to, such actions, as
are most important. Which is only saying,
that ‘as it intends to mtere:t it, of course,
VOL. 1L p -
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éhuses ‘the - representation - of those ez)mt.y,
whxch are most mteresﬂﬂg R

¢ >

And this shews the defect of modern trad
gedy,.»m turning so consumtlyas it does, on
love - subjects ; "the effect of this practice is,
that, . extepting only the rank of the-actors
(which indeed, as will.be seen presently, is of
_considerable importance), the rest is below the
dignity of this drama. For the action, when
stripped of its accidental ornaments and re-
duced to the essential fact, is nothing more
than what might as well have passed in a cot-
tage, as a king’s ‘palace. The Greek poets
should be our gmdes here, who take the very
grandest events in their story to ennoble their’
tragedy. Whence it comes to pass that the
action, having an.essential dignity, is always
interesting, and by the snmp]est management’
~of the poet becomes in a supreme degree,
pathetic.

3. On the same account, the persons, whiose
actions Tragedy would exhibit to us, must be
of principal rank and .dignity. For the ac- -
tions'of these .are, both in themselves aad i
their consequences; most fitted: to. excite pw -
sion, :The distresses-of. private and inferior
persons will, no doubt, affect us greatly; and
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we mmay give. the- name of fragedies, if we
please, to dramatic representations of them;
as, in- fact, we have several applauded pieces

. of this kind. Nay,: it may seem, that the for-

tunes of private men, as more nearly re.
sembling ¢hose of the generality, should be-
most affecting. But this circumstance, in no
degree, makes amends for the loss of other and
much greater advantages. For, whatever be
the unhappy incidents in the story of private
men, itis certain, they must take faster hold
of the imagination, and, of course, impress
the heart more forcibly, when related of the
higher charaeters in life.

Ty yog pueydrwy aE:oweveug

(liqp.m PEANoY xwrsxao'w
: Evmp HxPP.v 1484

ngs, Heroes, Statesmen, and other persons
of great and public authority, influence by
their ill-fortune the- whole community, to
which they belong. The atterition is rouzed,
and all our faculties take an alarm, at theap- -
prehension of such extensive and important
wretchedness. And, besides, if we regard the
event itself, without an eye to its effects, there

is.still ‘the widest difference between. the two
. cases, Those ideas of awe and veheration,

- 'pe.
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which opinion throws round the.persons of
princes, make us estoem the very seme event
in their fortunes, as more august and empha-
tical, than in the fortunes of private men. In
the ome, it is ordinary and familiar to our con-
‘ceptions ; it is singular and surprizing, in the
_ other. The fall of a cottage, by the aceidents

of time and weather, is almost unheeded;

while the ruin of a fower, which the neigh-
bourhood hath gazed at for ages with admi-
ratidn, strikes all observers with concern. So
that if we chuse to continue the absurdity,
taken notice of in the last article of planning
unimportant action in our tragedy, we should,
at least, take care to give it this foreign and
extrinsic #mportance of great actors: Yet our
passion for the familiar goes so far, that we
have tragedies, -not only of private action, but
of private persans; and so have well nigh an-
_nihilated the noblest of the two dramas
amongst us. On the whole it appears, that
as the proper object of tragedy is action, so it
is important action, and therefore more espe-
cially the action of great and illustrious men.
Each of these conclusions is the direct conse-
quence of our idea of its end.

The reverse of all this holds true of coMEDY.
For, '

-
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" 1. Comedy, by the very terms of the defi-
-nition, is conversant about ckaracters. And
if we observe, that which creates the pleasure
-we find in contemplating the lives of men,
considered as distinct from the interest we take
in their fortunes, is the contemplation of their
manners and humours. Their actions, when
they are not of that sort, which seizes our ad-
miration,” or catches the affections, are no
-otherwise considered by us, than as they are
sensible indications of the internal sentément
and disposition. Our intimate consciousness
of the several turns and windings of our nature,
makes us’ attend to these pictures of human
life with an incredible: curiosity. And herein
.the proper entertainment, which comic repre-
sentation, as such, administers to the mind,
consists. By turning the thought on event
and action, this entertainment is proportion-
ably lessened; that is, the end of comedy is
* dess perfectly attained 4. (

4 Aristotle was of tire sxme mind, as appears from his
definition of comedy, which, says he, is, MIMHZIZ ®AY-
AOTEPQN ; [x.e] that is, the imitation of characters,

~ whatever be the distinot meaning of the term Qavrdrios,
1t ls true, this critic, in his account of the origin of tra-
.gedy and comedy; nakes them both the imitations of ac-

“TIONS, Of ui» (ouréripos TAZ KAAAT Hupivle IIPABEIZ, of
A wWrafcga TAT 7y Qavawr,- [x. 3] Yet, even her¢, the
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- But here, again, though éction be not the
main object of comedy, yet it is not to be neg-
~ lected, any more than character in tragedy,

but comes in as an useful accessary, or assistant

to it. For the manners of men only shew
themselves, or shew themselves most usually,
in action. It is this, which fetches out the
‘latent strokes of character,: ahd renders the
‘inward temper and dzsposztlon the object of
-sense. - Probable circumstantes are then ima-

- gined, and a certain frain of action conttived,

to evidence the infernal qualities. Thete is
no other; or no probable way, but this, of
bringing us acquainted with them. “Agiin;
- by engaging his characters in a course of action
and the pursuit of some end, the comic- poet
leaves them to express themselves undlsgulsedly,
and without deszgn, in which the essence-of
humour consists; - .~ . - - o
- Add to this, that when the fable is ‘so con-
trived as to attach the mind, we very naturally
fancy ourselves present at-a course of living
action. " And this llluswn qmckens ‘our atten-

expressxon is so put, as if he had heen conscious that.

persons, nat actions, were the direct pbject of qontedy.
And the quotation, now alledged from anothier place,
where a definition is given more in form, shews, tlut thn
was, in cffect, his sentiment, . .
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tion' to th&'ch}zrhoters which- no'k'mg',er' ap- . ;

pear to. us_ creatures of the:} poets ﬁetum, 'but

actorsmreaihﬁe. RS S

These :\o‘bservatlons - concerning - the .mode-
‘rated use of action in comedy, instruct us
-what to think “ of those intricate Spanidh plots,
¢¢ which have been in use,. and have taken both
“ with us and some French writers for the
“stage, . The truth is, they have hindered
# very much the main end of comedy. - For
% when these unnatural plots are'used; ‘the
- “mind is not only entirely drawn off from
£ the characters by. those surprizing turns-and
“ revolutions; but characters have. mo oppon-
“ tunity even of being called out and displaying
¢ thenmselves.. For the actors of all characters
-“¢ succeed and are embarrassed alike,. when the
“ instruments for carrying on designs are only
“ perplexed apartments, . dark entries,. dis-
« guised hadits, and ladders of ropes. : The

¢ comic plot is, and must, indeed, be carried

“ on by deceipt., The Spanish scene \does .it
“ by deceiving the man {hrough his senses: Te-
“ rence and Moliere;:by. deceiving him through
¢ his passions and. affettions. _TFhia is the
.#¢ right method : for the character i¢. noz.called
# out under the firs¢ species.of deceipt: under
# the second, the charagter does el
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2. As ¢haracter, not action, is the object
of comedy; so the characters it peints must
not be of singular and illustrious note, either
for their virtues or vices. The reason is, that
such characters take too fast hold of the affec-
tions, and so call off the mind from adverting
‘to the fruth of the manners; that is, from re-
ceiving the pleasure, which this poetn.intends,
~ Our sense of imitation is that to which the
‘comic poet addresses himself; but such pic-
tures of -eminent worth. or villainy seize wpon
the moral sense; and- by raising the strong
correspondent passions -of admiration and. ab-
horrence, turn us aside .from contemplating
the @mitation itself. And,

8. For a like cause, comedy confines its
views to the characters of private and inferior
persons. For the truth of character, which
js the spring of Awmour, being necessarily, as
.was observed, to be shewn through the medium
of action, and the actions of the great being
usually such as excite the pathos, it follows of
-course, that these camnot, with propriety, be

~ made the actors in cemedy. Persons of high

-and publie life, if they are drawn agréeably to
our accustomed ideas of them, must be em-
ployed-in such u course of action, as arrests
the attention, or interests the passions; and
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either way it diverts the mind from observing
the ¢ruth of manners, that is, it prevents the
attainment of the specific end, whlch come&y
deslgns .

- And if the reason, here given, be sufficient
to exclude the higher characters in life- from
this drama, even where the representation is
intended to be serious, we shall find it still
more improper to expose them in any pleasant
- or ridiculous light. 'Tis true, the follies and
foibles of the great will apparently take an
easier ridicule by representation, than those of
their inferiors. And this it was, which misled
the celebrated P. CorNEILLE into the opinion,
that the actions of the great, and even of"
kings themselves, provided they be of the ridi-
culous kind, are us fit objécts of eomedy, as
any other. But he did not reflect, that the
actions of the great being usually such, as in-
terest the intire community, at least scarcely
any other falling beneath vulgar notice; and
the higher’ characters: being rarely seen or
contemplated by the people but with reverence,
hence it is, that in fact, the representation of
high life cannot, without offence to proba-
bility, be made ridiculous, or consequently be
admitted. into comedy under this view. . And
therefore Prautus, when he thought fit to
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introduce these reverend personages on the
comic stage in his AMPrrTRUO, though he em-
ployed them in no very serious matters, was
yet obliged to apologize for this impropriety in
. calling his play a Tragicomedy. “What he

says upon the ocoasion, . though delivered with .

an air of pleasantry, is according to the laws of
Just criticism, E i

-Faciam ut commista sit TRAGICOCOMOEDIA.

“Nam me perpetuo facere, ut sit Comoedia

RrGEs auo VENIANT ET Dii, non par arbzfror.

‘Quid igitur® Quoniam hic'SERVOS GUOGUE :
PARTES HARET,

Faczam sit, promde ut dixt, TRAGICOCOMOEDIA.

: ProL. IN Amrmr

AHQ now, takmg the idea of the two dramas,
as here .opened, along with us, we shall be
able to.give an account of several attributes,

common to both, or which further c.hqrqcterzze '

each of them. And,

. L A plot will be requzred in both For the )

~end.of tragedy being to excite the affections by
action, and the end of comedy, to manifest the
truth of character through it, an artfal con-

« stitution of the Fable is required to do justicga'

bpth to the one and the other. It serves to
bring out the pathos, and to produce Jumour,



THE DRAMA. - ' 43

And thus the general form or structure of the
.two dramas will be one and the same.

2. More particularly, an unity and even
simplicity in the conduct of the fable® is a
perfection in each. For the course of the
affections is diverted and weakened by the in-
tervention of what we- call a double plot ; and
even by a multiplicity of suberdinate events,
though tending to a common end; and, of
persons, though all of them, some way, con~
cerned in promoting it. The like consideration
.shews thie observance of this rule to be essen-

N . .

e The neglect of this is one of the greatest defects in ,
the modern drama; which in nothing falls so much shart
of the perfection of the Greek scene as in this want of
simplicity in the construction of its fable. The good sense
of the author of the History of the Italian Theatre (who,
.though a mere player, appears to have had juster notiens
of the drama, than the generality of even professed crities)
was gensibly struck with this difference in tragedy.
 Quant a I'unijté d'action, says he, je trouve ungrande
¢ difference entre les tragedies Grecques et les tragedies
“ Fmpsoises; j'appergois toljours afsément I'action des.
¢ tragedies Grecques, et je ne la perds point de vile; mais
* dans les tragedies Franoises, javoile, que j'ai souvent
£ bien de la peine 3 deméler Faction des episodes, dant
“ elle est chargée.’ [Hist. du Theatre Italien, par Lovis
Riccosony, p. 293. . Paris 1728.] U
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tial to just comedy. For when the attention
is split. on so many interfering objects, we are
not at leisure to observe, nor do we so fully
enter into, the ¢ruth of representation in any
‘of them; the sense of humour, as of the pathos,
depending very muich on the continued and
undiverted operation of its object upon us.

3. The two dramas agree, also, in this cir-
cumstance; that the manners of the persons
exhibited should be imperfect. An absolutely
good, or an absolutely bad, character is fo-
‘reign to the purpose of each. -And the reason
.is, 1, That such a representation is improbable.
‘And probability constitutes, as we have seen,
the very essence of comedy ; and is the me-
dium, through which tragedy is enabled most
powerfully ‘to affect us. 2. Such characters
are improper to corhedg/, because, as was hinted
above, they turn the attention aside from con-
templating the expression of them, which we
call humour. And they are not less unsuited
to tragedy, because though they make a forci-'
ble impression on the 'mind, yet, as Aristotle
well observes, they do not produce the passions
- of pity and terror; thatis, their impressions
are not of the nature of that pathos, by which
tragedy works its purpose. [x. iy.]
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 There are, likewise, some peeuliatities, which
distinguish the two dramas. And, -

1. Though a plat be necéxsam to producc

humour, as well as the pathos, yet a good
plot is not so essential to comedy, as tragedy.
For the pathos is the result of the entire uction;

that is, of all the circumstances of the story -

taken together, and conspiring by a probable
tendency, to a completion in the evenf. A
failure in the just arrangement and disposition
of the parts may, then, affect what is of the
essence of this drama. On the contrary; hu-
" mour, though brought out by action, is not
the effect of .the whole, but may be distinctly
evidenced in a single scene; as may be emi-
nently illustrated in the two .comedies of

Fletcher, called The Little French Lawyer, .

and The Spanish Curate. The nice contexture
of the fable therefore, though it may give a
pleasure of another kind, is not so imme-
diately required to the production of that
pleasure, which the nature of comedy de-
mands. Much less is there occasion for that
labour and ingemiity of contrivance, which is
seen in the intricacy of the Spanish fable. Yet
this is the taste of our comedy. Our writers
are all for plot and intrigue; and never appear
so well. satisfied. with themselves as when, to

4
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. speak in their own phrase, they contrive to have
. a great deal of business on their hands. Indeed
“they have reason. For it hides their inability
to colour ‘mannérs, which is the proper but
_ much harder provmce of true comedy '

.2 Tragedy succeed.s best, when the sulyect
" s real; comedy; when it is feigned.: What
would this say, but that tragedy, turning’ out -
attention principally on the action represented,
finds means to -inferest us: more strongly ‘ori
the persuasion of its being taken from actuni
life? While comedy, on the other hand, can
neglect these scrupulous measures of probabifity,
‘as intent ‘only on exhibiting characters; fot
which 'purpose an invented story will serve
much better. The reason is, real action does
“not ordinarily afford variety of incidents efiough
 to shew the character fully: feigned action
may.

And this difference, - we may observe, ex-
plains the - reason why tragedies' are often

- formed on the most ¢rite and vulgar subjects,
whereas a mew subject is generally demanded
-in comedy. The reality of the story being of
s0 much consequence to interest the affections,
the more known it is, the fitter for the poet's
-purpose. But a feigied story having been
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fond’ mowe convenient for the display of -tha- -
racters, it grew into a ‘rule ‘that the story: -
should be -always new. This disadvantagé.on:
therside of the comic poet is takén -tiotice of in:
these verses of Antiphanes, or rather, as Ca-~
saubon conjectures, of Aristophanes, in.a play:
of his intitled, Ilameg. The reason of this
difference now appears. S S

« Maxdpidy &iv 7 Tpaywdis .
. I'Iot"r)p.a xata wavr'. slye wpdTow of Adyos -
- Twd vav Seardy sicly ipvopiopdvos, ©
Tgly xai 71" eimeiv, g vmopvijoas pivoy
A€ 1l momry.  "Ondimey yap dv ye ¢ai,
Ta ¥ Aarewavr’ leasw ‘O woardp Adiog,
. Myryp Toxdgy, Su-ya‘rsgtg, waideg -r.wsg
- T wsicsh drog, 7i{ wewoinxey .-+
" "Hpiv 8 zaiis” éx dgw dAA wavra 3€T
-Eveely dvopara xawe, 7o Simxyp.éva
Hpérepoy, T viv mapiyra, Ty xatasgo@ry,
Tojv és6onvy. av &v s Térwy wagaixy,
Xpépns 15, 7 Deidaw Tig éxoupiTTeTiu,
- XIyai 38 raiir” 8er xai Tevxpw worsiv. .

- One sees, then, the reason why Tragedy
prefers real subjects, and even old ones; and,
on the . contrary, why comedy delxghts in’
felgned subjects, and new.
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The same genius in. the two dramas is ob-
servable, in their draught of characters.  Co«
medy makes all its Characters general; Tra«
gedy, particular. The Avare of Moliere is
not so. properly the picture of a.covetous man,

as of covetousness itself.. Racine’s Nero, on

the other hand, is not a picture of cmelty, but
of a cruel man. .

Yet here it will be proper to guard against
two mistakes, which the principles now deli-
vered may be thought to countenance. -

The first is with regard to £ragic characters,
which I say are particular. My meaning is,
they are more particular than those of comedy.
'l?hat is, the end of tragedy does not require or
ﬂ:rmit the poet to draw together so many of

ose characteristic circumstances which shew -

the manners, as Comedy. For, in the former

of these dramas, no more of character is -

shewn, than what the course of the action ne-
cessarily calls forth. 'Whereas, all or most of

the features, by which it is usually distin--

guished, are sought out and industriously
displayed in the latter,

" The case is much the same as in portrait
painting ; where, if a great master be required
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to draw a perticular face, he gives the very
lineaments he finds in it; yet so far resembling
to what he observes of the same turn in other
faces, as not to affect any minute circumstance
of peculiarity. But if the same artist were to
design a head in gemeral, he would assemble
together all the customaty tfaits and featutes,
any where observable through the speeies,
which should best express the ided, whatever
it was, he had conceived in his own mind and
wanted to ethibit in the picture.

There ig¢ much the same diﬂérenoe between
the two sorts of dramatic portraits. Whence
it appears that in calling the tragic character
particular, I suppose it only less representa-
tive of the kind than the convie; not that the
draught of so much character as it is concerned
to represent shomld not be gemeral: the con-
trary of which I have asserted and explained at
Jarge elsewhere [Notes on the A. P. v. 317.]

Next, T have said, the cheracters of just
comedy are general. And this I explain by
the instance of the Avare of Moliere, which
conforms more to the idea of avarice, than to
that of the real gvaricious man. But here
again, the reader will not understand me, as
saying this in .the strict sense of the words. I

~ VOL. II. _E
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even think Moliere faulty in the instance given;
though, with some necessary explanation, it
may well enough serve to express my meaning.

The view of the comic scene being to deli-
neate characters, this end, I suppose, will be
attained most perfectly, by making those cha-
racters as universal as possible. For thus the
person shewn. in the drama being the repre-
. sentative- of -all characters of the same kind,
furnishes in the highest degree the entertain-
ment of humour. But then this universality
must be such as agrees not to our idea of the
possible effects of the character as conceived in
the abstract, but to the actual exertion of .its
powers ; which experience justifies, and com-
mon life allows. Molitre, and before him
Plautus, had offended -in this; .that for a pic-
ture of the avaricious man, they presented- us
with a fantastic unpleasing draught of the
passion of avarice. I call this a fantastié
'draught, because it hath no archetype in na-
ture. And it is, farther, an unpleasing one,
-for, being the delineation of a simple passmn
unmized, it wanted all those

' —-L]ghts and shades, whose well-accorded ,
strife”.
Gives all the strength and colour of our life.’
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. These lights und shades (as the poet finely
ealls the intermixture of many passions, which,
with the leading or ‘principal one, form- the
human character). must be blended together in
every picture of dramatic manners; because
the avowed business of the drama is to image
reallife. Yet the draught of the leading pas-
‘sion-must be as general: as this s¢rife in natare
permits, in order to express the intended cha-
racter more perfectly. ‘

- All which again is easily illustrated in the’
instance of -painting. In portraits of cha~
racter, as we may call those that give a picture
of - the marners, the artist, if he be of real
ability, will not go to work on the possibility -
of an abstract'idea. All he intends, is to shew
that some- one quality predominates : and this
he images strongly, and by such signatures as
are most conspicuous in the operation of the’
- leading passion. And when he hath done
this, we may, in common speech or in com-
pliment, if we please, to his art, say of such a
portrait that'it images to us not the man but
the passion ; just as the ancients obsetved of
_the-famous 'statue of Apollodorus by Silarion,
that it expressed not the angry Apollodorus,
but his passion of anger?. But by this must -

f Nan hominem é.t ere fecit, sed iracundiam. ‘Plin. XXxiv. 8.’
a . . E2 -
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ha ynderstood only that he has well expt‘esved
the leeding parts.of the desigred character.
For-the rest he treats bis subject as he would
any other; that is, he represents the eoneomi-
tant affections, or comsiders merely that ge-
meval symmetry and propertion whieh are ex-~
pected in a human figure. And this is to copy
mature, which affords ne specimen of a man
tarned all into a single passion. No metamer-
phosis could be more strange or incredible.
Yet portraits of this vicious taste are the ad-
miration of common starers, who, if they find
a picture of a miser for instance (as there is no -
cqmmaner subject of moral  portraits) in a cal-
lection, where every muscle is strained, and
feature hardened into the expression of this
ides, never fail to profess their wender and
apprabation of it.—Oa this idea of excellence
ke Brun’s book of the Passions must be said
- ta contain a set of the justest moral portraits:
And the, Cuaracrens of Theophrastus might
be recommended, in a dramatic view, as pre~-
ferable to those of Terence.

The virtuost in. the fine arts would. certainly
laugh at the former of these judgments. But
the latter, I suspeet, will not be thought se
extraordinavy. At least if one may guess from;
the practice of some of our best comic writers,
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uid the saccess which such plays have com-
monly met with. It were easy to instance in
almost all plays of character. Bat if the reader
would see the extravagance of building dra-
matic manners on abstruct ideas, in its full
light, he needs only turn to B. Jonson's
Every man owt of Ris humour; which under
the name of a play of character is in fuct, an
unnatural, and, as the painters call it, hard
delineation of -a group of simply existing pas-
sions, wholly chimerical, and unlike to any
thing we observe in the commerce of real life.
Yet this comedy has always had its admirery.
And Randolph, in patticular, was go taken
with the design, that he seems to have formed
his muse’s looking-glass in express imitation
of it.

- ' Shakespeare, we may observe, is in this as
i all the other more essential beauties  of the
drama, a perfect model. If the discerning
reader peruse attentively his comedies with
this view, he will find his best-marked chs-
racters discoursing through a great deal of their
parts, just like any other, and only expressing
their essential and leading qualities occasionally,
and' as circumstances concur to give an easy
exposition to them. = This singular excellence
of his comedy, was the effect of his copying
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faithfully after nature, and of the force and vi-
vacity of his genius, which made him attentive
to what the progress of the scene successively
presented to him: whilst imitation and. infe-
rior talents occasion little writers to wind:
themselves up into the habit of attending per-
petually to théir main view, and a selicitude
to. keep their favourite characters in constant
play and agitation. Though in this illiberal
exercise of their wit, they may be said to use
the persans of the drama as a certain facetious
sort do their acquaintance, whom'they urge
and teize with their civilities, not to give them
a reasonable share in the conversation, but to
force them to play ¢ricks for the diversion of
the company..

I have been the longer on this argument, to
prevent the reader’s carrying what I say of the
superiority of plays of character to plays of
intrigue into an extreme; a- mistake, inta
which some. good writers have been unsus-
pectingly betrayed by the acknowledged truth, .
of the general principle. It is so natural for
men on all occasions, to fly out into extremes,
that too much care cannot be had to retain
them in a due medium., But to return from
this digression to the consideration of the
difference of the two dramas. - L '
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3. A sameness of character is not usually
objected to in tragedy: in comedy, it would
not be endured. The passion of avarice, to
resume the instance given above, being the
main object, we find nothing but a disgustful
repetition in a second attempt to délineate that
character. A particular cruel man only en.
grossing our regard in Nera, when the train of
events evidencing such cruelty is changed, we
have all the novelty we look for, and-can con-
template, with pleasure, the very same cha-.
racter, set forth by a different course of action,
or displayed in some other person. -

. 4. Comedy succeeds best when the scene is
laid at home, tragedy for the most part when
abroad. < This appears at first sight whim-
“ sical and capricious, but has its foundation
“ in nature. What we chiefly seek in comedy
“is a true image of life and manners, but we

“ are not easily brought to think we have it

“ given us, when dressed in foreign modes and
" fashions. And yet a good writer must follow
 his scene, and observe decorum. On the
“ contrary, ’tis. the action in tragedy which
“ most engages our attention. But to fit a
“ domestic oceurrence for the stage, we must
¢ take greater liberties with the action than a
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« well-known' story will - aliow.” [Pope’s
Worlcs, vol iv. p. 185]

Other characters of the»twoz dmmas, as well
- peculigr, as common; which might be ac-
counted for from the just notion of them, de-
livered above, I leave to the observation of the
reader. For my intention .is not to write a
complete treatise on the drama, but briefly to
lay down such principles, from whence its laws
may be derived.
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. CHAP. IL
OF THE GENIUS OF COMEDY.

Bur it may not be amiss to express myself
a little more fully as to the genius of comedy ;
which for want of passing through the hands
of such a critic as Aristotle, has been less
perfectly understood.

Its ‘end is the produetion of Aumour: or
which comes to the' same thing, ¢ of that
« pleaswre, which the truth of representation
“ affords, in the ezhibition of the private cha-'

- % racters of life, more particularly their spe-
“ cific differences.” 1 add this latter clause,
because the principal pleasure we take in eon-
templating characters consists in noting those
differences. 'The general attributes of huma-
nity, if represented ever so truly, give us but
a slender ‘entertainment. They, of course,
make a part of the drama; but we chiefly de-
light in a picture of those pecuhar fraits,
which distinguish the species. Now these
discriminating marks in the characters of men
are not mecessarily the causes of ridicule, or
pleasantry of amy kind; but accidentally, and
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according to the nature or quality: of them.
The vanity, and impertinent boasting of
Tkraso is the natural object of confempt, and,
when truly and forcibly expressed in his own
character, provokes ridicule. The easy hu-
manity of Mitio, which is the leading part of
his character, is' the object of approbation ;
and, when shewn in his own conduct,. excites
a pleasure, in common with all just expression -
of the manners, but of a serious nature, as
being joined with the sentiment of esteem.

But now as most men find a greater pleasure
in gratifying the passion of contempt, than the
calm instinct of approbation, and since per-
haps the constitution of human life is such, as
affords more exercise for the one, than the
. other, hence it hath come to pass, that the
comic poet, who paints for the generality, and
follows mnature, chuses more commonly to se-
Ject and describe those peculiarities in the
human character, which, by their nature, ex-
" cite pleasantry, than sych as- create a serious
regard and esteem. Hence somie persons have

appropriated the.name of comedies to those
" dramas, which chiefly aim at producing hu-
mour, in the more proper sense of the word;
under which view. it means “ such an ex-
* pression or,'picthre of what is odd, or inor~.
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“ dinate in each character, as gives us the
“ fullest and strongest image of the original,
“and by the truth of the representation ex-
“ poses the ridicule of it.” And it is certain,
‘that comedy receives great advantage from re-
presentations of this kind. Nay, it cannot
well subsist without them. Yet it doth not
exclude the other and more serious entertain-
ment, which, as it stands on the same founda-
" tion"of truth of representation, I venture to
include under the common term.

Further, there are #wo ways of evidencing
the characteristic and predominant qualities of
men, or, of producing Aumour, which require
to be observed. The one is, when they are
 shewn in the perpetual course and tenor of the
representation ; that is, when the humour re-
sults from the general conduct of the person
in the drama, and the discourse, which he
holds in it. ‘The other is, when by an happy
and lively stroke, the characteristic quality is
laid open and exposed at once. ‘

The first sort of humour-is that which we
find in the. ancients, and especially Terence.
The latter is almost peculiar to the moderns ;
who, in uniting these two species of humour,
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have brought a vast improvement to the eemie
scene. The resson of ¢l difference may per-
~ haps have been the singular simplicity of the
old writers, who were contented to take up
with such sentiments or circumstances, as
most naturally and readily occurred in -the
éourse of the drama: whereas the moderns
have been ambitions to shew a more exquisite
and studied investigation into the workings of
human nature, and have sought cut for those
peculiarly striking lineaments, in which the
essence of character consists. -On the same
sccount, I suppose, it was that the ancients
had fewer characters in their plays, than the
-_moderns, and those more general; that is,
their dramatic writers were well satisfied with
picturing the most wsual personages, and in
_their most obvious lights. They did not, as
the moderns (who, if they would aspire to the
praive of nowelty, were obliged to this route),
east about for less familiar characters; and the
nicer and less observed peculiarities which dis-

tinguish each. Be it as it will, the observation
" is certain. Later dramatists have apparently
‘shewn a more accurate knowledge of humart
life: and, by opening these new and umtryed
veins of Aumowr, have exceedingly enriched
the cemedy of our times.
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‘But, though we are not to look for the #wo
species of humour, before-mentioned, in the
same perfiection on the simpler stiges of Greece
and Rome, as in our improved Theatres, yet .
the first of them was clearly seen and success-
fully practised by the ancient comic masters;
and there are not wanting in thenf some few
examples even of the last. “ The old man in
“ the Medher-in-Law says to his Sen,

Tum tu igitur nihil adtulisti huc plus und
" sententid. 4

 This, as an excellent person observed to me,
“is tewe Ahwmowr. Fow his character, which
* waa that ef a lover of money, diew the ob-
‘ servation naturally and forcibly from him.
- ¢ Hia dissppointment of a rich succession made
- “him: speak. contemptibly of a moral lesson,
“ which rich and. covetous men, in their best
“ hwmsours, have no high reverence for. And
“ this toe without design ; which is important,
- % and shews the distinction of what, in the
“ more restrained sense of the word, we call
© % humour, from other modes of pleasantry.
“ Far bad a young friend of the son, an un- °
“ concerned spectator of the scene, made the -
¢ observation, it had then, in another’s moutk,
“ been wit, or a designed banter on the father’s
¢« disappointment. As, on the other hand,



62 ON THE PROVINCES OF.

- when such characteristic qualities are exag-

'« gerated, and the expression of them stretched
“ beyond #ruth, they become buffoonry, even
“ in the person’s own.”

This is an instance of the second species of
humour, @&nder its idea of exciting ridicule.
But it may, alsp, be employed with the ut-.
most seriousness; as being only a methed of

~ expressing the ¢ruth of character in the most -
,striking manner. This same old man in the

Hecyra will furnish an example. Though a

lover of mqney, he appears, in the main, of

an honest and worthy nature, and to have

born the truest affection to an amiable and fa-

vourite son. In the perplexity of the scene,

which had arisen from the supposed misunder- .
standing between his son’s wife and his own,
he proposes, as an expedient to end all dif-
ferences, to retire with his wife into the country.
And to enforce this proposal to the young
man, who had his reasons for being against it,
he adds,

odiosa est haec aetas udolesceatulis :
E medio aequum excedere. est : postremd. nos
Jam fabula -

Sumus, . Pamphile,- senex atque anus.

There is nothing, I suppose in these words,
which provokes a smile. Yet the humour is
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strong, ds before. In his solicitude to promote
his son’s satisfaction, he lets fall a sentiment
truly characteristic, and which old men fisually
take great pains to conceal; I mean, his ac-
knowledgment of that suspicious fear of con-
tempt, which is najural to old age. So true
a picture of life, in the representation of ‘this
weakness, might, in other circumstances, have
created some pleasantry; but the occasion,
which forced it from him, discovering, at the
same time, the amiable dtsposztzon of the -
speaker, covers the ridicule of it, or more pro-
perly converts it into an object of our esteem. -

We have here, then, a kind of intermediate
species of humour betwixt the ridiculous and
the grave; and may perceive how insensibly
the one becomes ‘the other, by the accidental

_mixture of a virtuous quality, attracting es-
teem. Which may serve to reconcile the
reader to the application of this term even to -
such expression of the manners, as is perfectly
serious; thatis, where the quality represented.
is entirely, and without the least fouck of
attending ridicule, the object of moral appro-
bation to the mind. As in that famous asseve-
ration of Chremes in the Selfltormentor :

Homo sum ¢ humani nihil & me alienum puto.
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This is a strong expression of character;
and, coming unaffectedly from him in answer
to the cutting reproof of his friend,

Chreme, tantumne ab re tud’st otf tibi
. Aliena ut cures; ea quae nikil ad te adtinent?

bath the essemce of true humour, that is, is a
lwely picture of the manners without design.

Yet in this instance, which hath net been
observed, the humour, though of a serious cast,
i3 heightened by a mixture of satire. For
we are not to take this, as hath constantly been
done, for a sentiment of pure humanity and
the natural ebullition of benevolence. We
may observe in it a designed stroke of satirical
resentment. The Self-tormentor, as we saw,
had ridiculed Chremes’ curiosify by a severe
reproof. Chremes, to be even with him, re-
flects upon the inhumanity of his temper.
“ You, says he, seem such a foe to humamty,
~ that you spare it not in yourself; I, on the
“ other hand, am aﬁ'ected when I see it suffer
< in another.”

Whence we learn, that, though all which
_1s requisite to constitute comic humour; be @
just expression of character wzthout desigh,




PHE DRAMA. 63

yet ‘such expression is felt mdre sensibly, when
it is further enlivened by ridi¢ule; or qmckened
by the pongnancy of satire. N '

~ From the aécount of comedy, here gWen,,
- it may appear, that theidea of this drama ‘is
_ tnuch enlarged beyond what it was in Aristotle’s
time; whe defines it to be; an imitation of
light .and trivial actions, proveking ridicule:
His notion was taken from the state and prac-
. tice of the Athenian stage; that is, from the
old or middle comedy, which answers to this
description. The great revolution, which the
introdaction of the new comedy made in the
drama, did not happen till afterwards. This
proposed for its object, in general, the actions
and characters .of ordinary life: ‘which are
not, of necessity, ridiculous, but, as’ appears
to- every observer, of a mixt kind, serious as
well as ludicrous, and within their propel
sphere of influence, not unfrequently; "even
important. This kind of émitation therefore,
now admits the serious; and its scenes, even
witheut “the least mixture of pleasantry, are
entively comic. Though the common run of
laughers in our theatre are so little aware of
the extension of this province, that I should
scarcely have hazarded the observation, but for
the authority of Terence; who hath corifessedly
" ¥OL. Ik F
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wery little of the plecsant in his drama. . :Nay,
p9¢.of the mest admired of -his comedies hath
the gravity, and, in-seme: places, almost;the
solemnity of tragedy itself. But this idea of
comedy is.not peculiar to the more polite and
liberal ancients., Some of the best maderd
compedics are fashioned in- agreement to it
And an instance or two, which I am going to-
produce from the stage of simple nature, may
“seem to shew it the plain suggestion of come
son sense. S

. «The Amautas (says the author of the
 Royal Commentaries gf PErv), who were .
¢ men of the best ingenuity amongst them, in-
¢ vented ComepiEs and TRAGEDIES; which,
“ on their solemn festivals, they represented
« before the. King and the Lords of his court.
« The plot or argument of their ¢ragedies was
“ to represent their military exploits, and: the
“ triumphs, victories, and heroic actions of
“ their renowned men. And the subject ar
“ design of their comedies was, to demonstrete
“ the manner of geod husbandry in cyltivating
% and manuring their fields, and to shew the
“ management of domestic affairs, with othex
“ famjlior. matters. These plays, -continugs
“ he, were not -made -up of .obscene and diss
“ honest fgrees, but such as were of serious

BN Y
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had enteﬂtmnmm composed of grave anid amu
« sentences, &c.” !

Two thinigs--ate observable in this. brief ac-
count of ‘the Pebdvian diama. * First, that it
speciés had respect to the very different objects
of the higher or lower stations. ' For the grest
and powerful were occupied in ‘war : -avd
agriculture was the: chief employment of: pii-
vate' and ordinary bife. - And, in this dis
tinction, these Jndian, perféctly agreed with
‘the ‘old Roman poets; whose PRAETEXTATA
and ToGATA shew, that they had precisely the
- same ideas of thie dvama. Secondly, we do
not leatn only, what difference ' there was be-
twixt ‘their tragédy and comedy, but we' are
also told, what difference there ‘was nof. It
was not, that one was serious, and the other
pleasant. For we find it expressly asserted of
doth, that they were qf grave and serious en-
tertamment i

And this last will explain a similar observa-
tion on the Chinese, who, as P.. pE PrREMERE
-acquaints us;, atake no dwtmctwn betwixt trd-
geilzés and comedies. "That is, no distinction,
but what the’ different subjects of each make
necessary. They do. not,- a5 our Kuropesn
dramas,. differ in this, that the oae is intended

F2
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to make us weep, and the other to make us
laugh. o .

These are full and precise testimonies. For
I lay no stress  on what the Historian of Peru
tells us, that there were no obscenities in their
comedy, nor- on what an encomiast of China
pretends, that there is not sp much as an ob-
scene word in all their languages: as being
sensible, that though indeed these must needs
be considerable abatements to the humour of
their comic scenes, yet, their.ingenuity might
possibly find means to remedy these defects by
the imvention and dextrous application‘ of the
double entendre, which, on our stage, is found
to. supply the place of rank obscenity, and,
indeed, to do its office of exciting laughter
almost as-well. . .

But,. as I said, there is no occasion for this
argument.. We may venture, without the
help of it, to join these authorities to that of

*

g P. ALvARBz SeMEDO, speaking of their poetry, says,
** Le plus grand advantage et la plus grande utilité qu'en.
‘“ ont tiré les ChiNois, est cette grande modestie - et re-
« tenué mcomparable, qui se voit en leurs ecrits, n'ayant
 pas meme une let(re en tous leurs livres, ni en toutes leurs
« ecritures, pourezpnma les parties honteuses de la nature,”
[Hisz. Uiy, pe La Criwx, p. 82.3 Lyow 1667. 4¢0.] .

& .
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Terence ; which, together, enable us to con-
clude very fully, in opposition to the general

sentiment, that ridicule is not of the essence .

of .comedy?", |

'But, beeause the general practice of the
. Greek and Roman theatres, - which strongly
. countenance. the other opinion, may:still be
thought to outweigh this single Latin -poet,

together with all the eastern and western bar<.

barians, that can be thrown into the balance,
let me go one step further, and, by explaining
the rise and occasion of this practice, demon-
‘strate, that, in the present case, their autho-
rity is, in fact, of no moment,

The form of the Greek, from whence the
Roman and our drama is taken, though ge-
nerally improved by reflexion and just criticism,
yet, like so many other great inventions, was,
in its original, the product of pure chance.
Each of its species had sprung out of a chorus-
~ song, which was afterwards incorporated into

the legitimate drama, and found essential to
its true form. But reaspn, which saw to

b L RIDICULE EST CE QU'IL Y A:DE PLUS ESSENTIEL

4 1A Comepre. [P, Rars, REFLEX. SUR LA PORS. P. 154, .

Paris 1684.)

e
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establish what was right in this fortuitous con-
formation ‘of the drama, did nét equally sue-
ceed in detecting and separating what. was
wrong. For the occasion of this chorus-song,
in their religious festivities, was widely diffe-
rent : the business. a¢ one time, beidg .to ex-
press their gratitude, in celebrating the praises
‘of their gods and heroes; at another, to in-
dulge their mirth, in jesting and sporting
among themselves. The character of their
drama, which had its rise from hence, i con-
formed exactly to the difference of these occe-

101 iy Cuusbryps 7as xadds Bpupdle wpdkus, xad Tag oY
* godrer TUxast of St wreAirgos, Tas Ter Qaviw, ITPQTON
¥Orors TMOIOYNTEZ, QIIIEP ETEPOI TMNOYZ KAl EI-
KQMIA,. ([IIEP. ITOIHT. x}.] This is Aristotle’s account
of the origin of the different species of vorizy." They
were occasioned, he says, by the diffetent- and even oppo+
site tempers and dispositions of men: those of a loftier spirit
delighting in the encomiastic poetry, while the humbler sort
betoolc themselves to satire. But this, also, is the Jjust’ ac-
¢ount of the rise and character of the différent spécies of
the Drama. For they grew up, hetells us'in this very
chapter; . from the DiTnyramsic, and Paairic songs,
And who were the men, who chaunted these, ‘l:gqt the
ZEMNOTEPOI, and EYTEAELTEPQI, before-mentioned ?
And how were they employed in’ them, but the former, i
hymning the praiscs of Bacchus; the latter, in dealing about
obsczne jokes and taunting invectives on each other? So that
the characters of the men, and their aubjeds, being exacﬂy\
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Wrugedy, throughi dll -its several siic:
@44iVE Stages of ihprovement, Wés sérioti§'and
éven doleim. - And a gy or rathér buﬂboﬁ
spmt Was the chai*acterlstlc of covhedy

-7 We ste, then, the genius of these tive
~ pfoéms was accidentally fixed in agreemhent to
their vespective originuls ; ‘consequetit ‘jTitets
tonteriting' themiselves to embellish and perfect;
- 46t dhihge, the primary form. The practice
"of the anciént stage 15 then of no further au-
thotity, than as it aééords:to just criticism.
Thie dolemn  cast of their tr‘agedy; ‘indeed,
bears the test, and is foutid to- be suitable to
ts real hatute. The same-does not appéar’ of
the ‘builesque formi ‘of comedy; no reason
having been given, why if must, of necessity,
have the ‘ridicudons for its object Nay the
éffects of mhprovéd criticism on the later Greek
¢omedy give a presumption of ‘the. direct con-
trary. For, -in  proportion to the’gradual
réfiriement of this species in' the hands of its

the same in both, what is said of the one is equally appli-
cable to the other., It was proper to observe this, or'the
reader might, perhaps, object to the use made of thig pas-
sage, here, as well as above, whére it is brought to llus-
frate Aristotle’s notion of the hatures of the traglc and
¢omic poetry,
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greatest masters, the buffoon cast of the comig
‘drama was insensibly dropt and even grew into
a severity, which departed at length very

widely from the original idea. The admirable: .

scholar of TuEOPHRASTUS, who had been tua
tored in the exact study of human life, saw so
much of the genuine character of true comedy,
that he cleansed it, at once, from the greater
part .of those buffoonrjes, which had, till his
time, defiled its nature. His great imitator,
Terence, went still further ; and, whether im<
pelled by his native humour, or determined by
his truer taste, mixed so little of the ridiculous
in his comédy, as plainly shews, it might, in
kis opinion, subsist entirely without it, His

practice indeed, and the theory, here deli:
vered, nearly meet. And the conclusion js,

that comedy, which is the image of private:
life, may take either character of pleasant or
serious, as it chances, or even unite them into
one piece; but that the former is, by no
means, mare essential to its eonstitution, thgn
the latter.

¥ foresee but ome objectién, that can be
made to this theory; which has,” in effect,
been obviated already. “ It may be said, that,
« if this account of comedy be just, it would
« follow, that it might, with equal propriety,
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 admit the gravest and most affecting ‘events,
“ which inferior life farnishes, as the lightest.
# Whereas it is notorious, that distresses of a
¢ deep and solemn nature, though faithfullp
“ copied from the fortunes of private men,
“ would never be endured, under the name of
“ comedy, .on the stage. Nay, such repre-
# sentations would rather pass, in the publie
# judgment, for legitimate ¢ragedies; of which
¥ kind, we have, indeed, some examples ip
§ gur language,”

_ Two things are mistaken in this objection.
First, it supposes, that deep distresses of
every kind are inconsjstent with comedy ; the
contrary of which may be Jearnt from the
SELF-TORMENTOR of Terence. Next, it in-
sinuates, that, if deep distresses of any kind
may be admitted into comedy, the deepest
may. Which is equally erroneous. For the
manners being the proper object of comedy,
the distress must not exceed a certain degree
of .severily, lest it draw off the mind from
“them, and confine it to the gction only: as
would be the case of murder, adultery, and
other atrocious crimes, infesting private, as
well as public, life, were they to be repre-
sentéd, in all their horrors, on the stagé,
.And though some of these, as adultery, have
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bécn brought, of late, inty the cotnit seent,
yet it was not il it hiad 1ost the atfoeity of
fts nature, and was riade the subjeet of mifrth
and ‘pleasantfy to the fashionable worddi Bt
for ‘this happy disposition ‘of the" tirhes; ~eo-
medy, as managed by someé of out writérs,
had lost its nature, and beconie ¢ragic. “And,
yet, conisidered as‘trugic, sach tepresehtations
of 16w life had been improper. Beciuss, Where
the intent is to affect, the subject is with Toré
advantage taken from high life, all the cireuni:
stances being, there, more peculnarly adapted
. to answer that end.

* The solution theén of the diﬂicuioy 18, - 1i{ -O¥ie
word, this. All distresses are not imsproper
in comedy ; but such only-as attach the i
Yo the fuble, in heglect of the maners; which
ire its chief object.  Oii the othier hand; it
distresses aré ot proper in tragedy ; but-#iiéh
ouly as are of force to interest the rinid it the
éction, prefetably to the -obsetvatioi -of #Hé
sharners ; ‘which can -énly be'ddne, or is dokd
thost effectually, ‘when the” distressfll bent,

repr&ented 1s taken from piehlic-ffe. - So/thit -

‘the distresses, spoken dof, ‘&ré exjifilly: unsifited
to what' the natures' both of comedyand trd-
. gedy, respectwely, demand SR ;

M .
Lo el A
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CHAP. III.

or M. DE FONTENELLE'S NOTION OF
COMEDY. C

- .Norwrrnstanping the pains I have taken,
in the preceding chapters, to establish- my
theory of the comic drama, I find myself
obliged to suppott it still further against the
authority of a very emiment modern critio,
M. de Fontenelle hath just now published two
volumes of plays, among which are spme co~
medies of a very singular character. They are
pot only, in a high degree, pathetic; but the
scene of them is laid in entéguity ; and great
persondges, such as Kings, Princesses, &o.
are of the drama. He hath besides endga~
voured to justify this exiraordinary species of

comedy by a very ingenious preface.. It wilh
therefore be necessary for me to examine this

new aystem, and to obviate, as far as I cany
the prejudices which the name of the ayther,
and the intrinsic merit of the plays thémselves;
wﬂl occasion in favour of it.

Hu systém, as. explamed in the pveﬁtoe té
these comedies; is, hriefly, this. -
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 The subject of dramatic representation,
“ he observes, is some event or action of hu-
“ man life, which can be considered only in
“ two views, as being either that of public, or
“of private, persons. The end of such re-
“ presentation, continues he, is to please,
“ which it doth either by engaging the atten-

“ tion, or hy moving the passions. The for-

% mer is done by representing to us such
“ events as are great, noble, or- unexpected :
« The latter by such as ave dreadful, pitiable,
“ tender, or pleasant. Of these several sources

“ of pleasure, he forms what he calls'a dra- -

“ matic scale, the extremes of which he admits
“to be altogether inconsistent; no art being
@ sufficient to bring together the grand, the
“ noble, or the terrzble, into the same piece
« with the pleasant or ridiculows. The im-

“ pressions of these objects, he allows, are

« perfectly opposed to each other. So thata
< tragedy, which tdkes for its subject a noble,
“ or terrible event, can by no means admit
- ¢ the -pleasant. .And a comedy, which repre-
“ sents a pleasant action, can never admit the
“ terrible or noble. But it is otherwise, he

“ conceives, with the. intermediate species of

“ this scale. The singular, the pitiable, the

. ®’tender, which fill up the interval betwixt the
* noble and ridiculous, are equally consistent’

\
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“ with trogedy and comedy. An uncommon
“ stroke of Fortune may as well befall a pea-
‘ sant as a prince. And two lovers of an in-
“ ferior condition may have as lively a passion
< for each other, and, when some unlucky
‘ event separates them, may deserve our pity
“ as much, as those of the highest fortune.
“ These situations then are equally suited to
“ both dramas. They will only be modified
““in each a little differently. From hence he
« concludes, that there may be dramatic re-
“ presentations, which are neither perfectly
© ¢ tragedies nor perfectly comedies, but yet
¢ partake of the nature of each, and that in
¢ différent proportions. There might be a
“ species of ¢ragedy, for instance, which should
“ unite the tender with the noble in any de-
‘ gree, or even subsist entirely by means of
“ the tender: And of comedy, whieh should
“ associate the tender with the pleasant, or
¢ evep retain the Zender throughout to a cer-
“ tain degree to the entire exclusion of the
« pleasant.

“ As to his laying the scene of his comedy
“ in Greece, he thinks this practice sufficiently
“ justified by the practice of the French writers,
« who make. no scruple to lay their. stene
' % abroad, as in Spain or Englénd.
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- = Lastly, for what concerns the introduction
“ of great' personages into the comic dramay
< he observes that by ordinary life, which he

“ supposes the proper subject of comedy, he:

* understands as well that of Emperors and

% Princes, at times when they .are only men,

“ as of inferior persons. And he thinks it

< very evident that what passes in the ordinary

¢ life, so understood, of the greatest men, is
% truly eomick.”

" This is a simple exposition 6f M. de Fonte>

nelle’s idea of comedy; which, however, he '

hath set off with great elegance and a plausi-
bility of illustration, such as writers of :his
elass are never at a loss to give to any subject
they would recommend.

- Now, tho' the principal aim of what I-have
to offer in confutation of this system be to
combat the ingenious writer's notion of co-
~medy, yet as the tenor of his preface leads
him to deliver his sentiments also of tragedy,
I shall not scruple intermixing, after his ex-
ample, some reflexions on this latter drama.

. M. de Fontenelle sets -out with observing,
$hat the end of dramatic representation is. to

k Pref. generale, tom. vii: Par. 175
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. pledse. : This end is veny:general. "“But be
sxplaine; himself. more- precisely, by seyiog,
“$his: pléasure. i of -#vo-kinds, eid consists .
% either in attnchmg ‘the mind ar affeeting it
And this is titit much amigs. . But his further
explanation of these berms i snspicions. « The
“ mingd, - says. he, 18 ATTACHED hy.the reprer
“ gentation of what is gread, noble, singubar,
“ or ynexpected i It is aFEECTED by what ie
“ termible, pitiable, dender,. or pleasant}” I
¢his emumeration ke forgets the merely- natural
draught !of the manners. Yet this is surely
one of the means by. which the drama is en¢
abled to. attadk the spectator. With' me, 1
confess, this is the first excellence of comedy.
Nor could he mean to include this source of
pleasure under his second divisien. For tho®
» lively picture of the manners may in some
sort be said to affect us, yet certainly not as
coming under the consideration of what is
terrible, pitiable, temder, or ridiculous, but
simply of what is .natural. The. picture is
pleasant or otherwise, as it chances; but is
always the source ‘'of entertainment to the ob-
oﬁbver © When the pleasantry is high, ‘it ta]nes

"I i On attache par le grand, par le noble, par le rare,
“ par I'imprévQl. On ¢meut par le terrible ou aﬁ'reux,
. par le p:toyable, par le tendre, par le plaisant ou ridi-
“ cules” p.xiv. . W
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indeed the passion' of ridicule. In qther im~
stances, it can scarcely be said te . mowe,
“ emouvoir.” Now this I fake to be a very
considerable omission. For if the observation
‘of character be a pleasure, which comedy is
more particularly qualified to give, and which
is not in any degree so compatible with tra-
gedy, does not this bid fair for being the pro-
per end of comedy? Human life, he says,
which is the subject of the drama, .can only be
regarded in two views, as either that of the

great and principally of kings, and that of
private men.” Now the attachments and emo-
tions, he speaks of, are excited more power- .
fully and to more advantage in a repreésentation
" of the former. 'That which is peculiar to a
draught of ordinary life, or which is attained
most perfectly by it, is the delight arising from
a just exhibition of the manners. No, he will.
say. The pleasant belongs as peculiarly to a
picture of common life, as the natural. Surely
‘not. Common life distorted, or' what we call
Jarce, gives the entertainment of ridicule more
perfectly than comedy. The only ‘pleasure,
which an exposition of ordinary life affords,
“distinct from that we receive from a view of
high life on the one hand, and ordinary life
disfigured on the other, is the satisfaction of
contemplating the ¢ruth of character. How-
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ever then this species of representation may be
improved by incorporating other kinds of ex-
cellence with it, is not this, of pleasing by
the truth of character, to be considered as the
~ appropriate end of comedy ?

I don’t dispute the propriety of serious or
even affecting .comedies. I have already ex-
plained myself as to this point, and have shewn
under what restrictions the weeping comedy,
la larmoyante comédie, as the French call it,
may be admitted on my plan. The main
- question is, whether there be any foundation
in nature for two distinct and separate species
only of the drama; or whether, as he pre-
tends, a certain scale, which connects by an
insensible communication the several modifi-
cations of dramatic representation, unites and
incorporates the two species into one.

~ Itis true the laws of the drama, as formed
by Amtoﬂe out of the Greek poets, can of
" themselves be no rule to us in this matter;
because these poets had given no example of
such intermediate species. This, for aught
appears to the contrary, may be an extension of
the province of the drama. The question then
must be tried by the success of this new prac-
VOL. IL 6
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tice, compared wnth the general dlctates evf
common sense.

For I perfectly agree with this judicious critie,
that we have a right to inquire if, in what con~
cerns the stage, we are not sometimes governed
by established customs instead of rules; for
Rules they will not’ deserve to be esteemed,
till they have undergone the r:gld scrutlny of
reason™,

In réspect of the Practice, then, 1t must be
owned, there are many stories in private life
capable of being worked up in such a manner
as to move the passions strongly; and, on the
contrary, many subjects taken from the great
world capable of diverting the spectator by a
pleasant picture of the manners. And lastly,

it is also true, that both these ends may be
' affected together, in some degree, in either
piece. But here is the point of enquiry.
Whether if the end in view be to affect, this
will not be accomplished BETTER by taking a

‘m < Que nous sommes en droit d'examiner si, en fait
“¢ de Theatre, nous n’aurions pas quelquefois des habitudes
« gu lieu de regles, car les regles ne peuvent I'étre qu’
¢ apres avoir subi les rlgueurs du tnbunal de la raisom.”
p. 37.
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subject froin the public than private fortunes
of men:.Or, if the End be.to please by .the
truth qf characéer, whether we are not likely
to perceive this pleasure more FULLY When the
story is of private, rather than of public life?
For, as Aristotle said finely on a like occasion,
we arenot to look for every sort of pleasure
Jrom fragedy [or comedy] but that: which is
peculiarly proper to each®. “ Human life,
this ‘writer says, “ can be considered but as
“ high or lpw;” and ““a representation of it
“ can please only as it attaches, or affects.
I ask then, to which sort of life shall the dra- .
-matic poet confine himself, when he would
endeavour to raise these affections or these af-
" tachments to. the highest pitch. The answer
is plain. For if the poet would excite the ten-
der passions, they will rise higher of necessity,
when awakeried by noble subjects, than-if called
forth by such as are of ordinary and familiar
notice. 'This is -occasioned by what one ‘may
call a TRANSITION OF THE Passions: that affec-
tion of the mind which is produced by the im-
pression of great objects, :being more easily
convertible into the stronger degrees of pity
and commiseration, than such as arises from a

1

. B O wigar T Lulsiy ndoshy dwd 'rrwywsmg, aAAZ Ty oliee.
Wanr.x. 38 _
G2
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view of the concerns of common life. The:
more important the interest, the greater part
our minds take in it, and the more susceptible’
are we of passion..

On the other hand, when.the intended plea-
sure is to result from strong pictures of human
nature; this will be felt more entirely, and
with more sincerity, when we are at leisure to-
attend: to them in the representation of inferior-
persons; than when the rank of the speaker,
or dignity of thie subject, is constantly drawing:
some part of our observation to itself. In a:
word, though mized dramas may give us plea--
sure, yet the pleasure, in either kind, will: be'
LESS in proportion’ to: the mixture.. And the:
end of each will be then: attained mMosT PER-
FECTLY when its character,. ascording to the-
ancient practice; is observed.. '

To consider then the writer's favourite po-
sition, that le' pitoyable and le tendre are:
¢ common both to tragedy and comedy.” The-
position; in general, istrue. The difficulty is-
in fixing: the degree, with which. it ought to-
~ prevail in. each. If passion predominates in a:
picture: of private life, I call it a- ¢ragedy of’
private story, hecause it produces the end which
tragedy designs. If humour predominates in a.
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draught of public life, I call it a comedy of
public story, because it gives the pleasure of
pure comedy. Let these then be two new
species of the drama, if you please; and Jet new
names be invented for them. Yet, were I a
poet, 1 should certainly adhere to the old
* jpractice. That is, if I wanted to produce pas-
sion, 1 should think myself able to raise it .
highest on a great subject. And if I-aimed to
attach by humonr, 1 should depend on catching
the whole attention of the spectator more suc-
cessfully on a familiar subject.

But by a familiar subject, this critic will
say, he means, as I do, a subject taken from
ordinary life; and that the affairs of kings
_ and princes may very properly come into co:
medy under this view. Besides the reason
already produced against this innovation, I
thave this further exception to it. The business
~of comedy, be will allow, is in part at least to
exhibit the manners. Now the princely or
heroic comedy is singularly-improper for this
end. If persons of so distinguished a rank be
the actors in comedy, propriety demands that
they be shewn in conformity to their characters
in real life. - But now that very politeness,
which reigns in the courts of princes and the
houses of the great, prevents the manners from
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shewing. themselVes, at least W1th that dlstmet-
ness and relief whieh we look for in dramatie
characters . Inferior personages, , acting wlth

= less regerve and caution, afford the _fittest oc:

casion to the poet of expressing their genuing
tempers and dispositions. _Or, if a picture of
the manners be expected from the introduction
of great persons, it can be .only in tragedy, .
where the importance of the interests and the
strong play of the passions strip them of their
borrowed disguises, and lay open their true
characters. So that the princely, or heroic,
comedy is the least fitted, of any kind of
drama, to furnish this p]easure.

The ancients appear tq have had no doubt at
all on the matter. The tragedy on low life,
and comedy on- high life, were refinements al-
together unknown. to them. What then hath
occasioned this revolution of taste amongst us?
Pnnmpally, I conceive, these three thmgs
" 1. The’ comedy on high life hath arisen-
from a different state of government. In.the '
free towns of Greece there was no room for that
distinction of high and low comedy, which the
moderns have introduced. And the reason
was, the members of those communities weré
go nearly on a level, that any one was a repre-
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sgntatix.'.e' of the rest. There was no standing

subordination of royalty, nobility, and com- - - |

mongalty, as with,us. Their way of ennobling
their characters was, by making them Generals, .
Ambassadors,” Magistrates, &c. and then, in
that publjc view, they were fit personages for
tragedy. . When stripped of these ensigns of
authority, they became simple cifizens..

A,morngst us, persons of elevated rank make'
a separate order in the community, whose pri~
vate lives however might, no doubt, be the
subject of comic representation. Why then
are not these fit.personages for comedy? The
reason has been given. They want dramatic
manners, Or, if they did not, their elevated
and separate estate makes the generality con-
ceive with such reverence of them, that it
would shock their notions of high life to see
them employed in a course of comic adven-
tures. And of this M. de Fontenelle himself
was suﬂicxently sensible.  For, speaking in
another place of the importance which the
tragic action receives from the dignity of its
persons, he says, ¢“ When the actions are of
“such a kind as that, without losing any
¢« ,'chmg of their beauty, they might pass be-
“ tween inferior persons, the names of kings
# and princes are nothing but a foreign orna-
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“ ment, which the poet gives to his subject,

“ Yet this ornament, foreign as it may be, is
¥ necessary so fated are we to be always
“ dazgled by titles*.” Should he not have
seen then, that this pageantry of titles, which
is so requisite to raise the dignity of the tragic
.drama, must for the same reason prevent the

familiarity of the comic? The great themselves -

are, no doubt, in this, as other instances, above
(vulgar prejudices. But the dramatic poet
writes for the people.

2. The tragedy on low life, I suspect, has
. been chiefly owing to our modern romances s
which have brought the tender passion inta
great repute. It is the constant and almost

sole object of lg _pitoyable and le tendre in our ‘

drama. Now the _prevalency of this passion
in all degrees hath made it thought an indif-
ferent matter, whether the story, that exem-
plifies it, be taken from low or high life. As
it rages equally in both, the pathos, it was be-
lieved, would be just the same. And it is
true, if tragedy confine itself to the display of
this passion, the difference will be less sensible
~ than in other instances, Because the concern
/ terminates more dlrectly in the tender pair

* Roflex. sur la Poes. p. 182.
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themselves, and does not so necessarily extend
itself to others. Yet to heighten this same
pathos by the grand and important, would
methinks be the means of affording a stxll
higher pleasure.

3. After all, that effusion of softness which
prevails to such a degree in all our dramas,
comic as well as tragic, to the exclusion of every
other interest, is, perhaps, best accounted for
by this writer. As the matter is delicate, I
chuse to give it in his own words: “ On s'ima-
* gine naturellement, que les pi¥ves Grecques
f¢ & les notres ont té jugées au méme tribunal,
£ a-celui d’'un public assés égal dans les deux
f¢ nations; mais cela n'est pas tout-a-fait vrai.
#Dans le tribunal d’Athenes, les femmes
“ n’avoient pas de voix, ou n'en avoient que
¢ trés pen, Dans le tribunal de Paris, clest
¢ précisément le contraire; ici il est donc
f¢ question de plaire aux femmes, qui assuré-
# ment aimeront mieux le pitoyable & le ten-
¢ dre, que terrible et méme le grand.” He
adds, « Et je ne crois pas au fond quelles
s ayent grand tort.,” And what gallant man
but would subscribe to this opmlon ? ,

On the whole, this attempt of M. de Fon~
penelle, to innovate in the province of comedy;
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puts one in mind of that he made, many years
ago, in pastoral poetry. It is exactly the
same spirit which has governed this polite
' writer in both adventures, He was once, for
bringing courtiers in masquerade into Arcadia,
And now he would set them unmasked on the
eomic stage. Here, at least, he thought they
- would be in place. But the simplicity of pas~
toral dialogue would not suffer the one; and
the familiarity of comic action forbids the
other. It must be confessed, however, he
hath succeeded better in the example of his
eomedies, than his pastorals. And no won-
der. For what we call the fashions and man-
ners are confined to certain conditions of life,
so that pastoral courtiers are an evident con-
tradiction and absurdity. But, the appetites
and passions extending through all ranks,
hence low tricks and low amours are thought
to suit the minister and sharper alike. How-
ever it be, the fact is, that M. de Fontenelle
hath succeeded best in his comedies. And as
his theory is likely to gain more credit from
the success of his practice than the force of his
reasoning, I think it proper to close these re-
marks with an observation or two upon it.

. - There 'mfe, I observed, three things to be
considered in his comedies, his introduction of
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great personages, his practice 'qf laying the
. scene in antzqwty, and his pathos. '

Now to see the impropriety of the ﬁrst of
these innovations, we need only observe with
what ‘art he epdeavours to conceal it. His
very dexterity in managing his comic heroes
clearly shews the natural repugnance he felt in
his own mind betwixt the representation of
such characters, and even his own ldea of the
comic drama ’

. The TYRANT is a strange title of a comedy.
It required singular address to familiarize this
frightful personage to our conceptions. Which
yet he hath tolerably well done, but by such
expedients as confute his general theory. For,
to bring him down to the level of a comic cha-
racter,” he gives us to understand, that the
Tyrant was an usurper, who from a very mean
birth had forced his way into the tyranny.
And to lower him still more, we find him re-
presented, not only as odious to-his people,
but of a very contemptible character. He fur-
ther makes him the tyrant only of a small
Greek town; so that he pdsses, with the mo-
dern reader, for little more than the Mayor of
a corporation. There. is also a plain illusion
in making a simple citizen demand his daughter
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in marriage. For under the cover of this
word, which conveys the idea of a person in
lower life, we think very little of the dignity
of a free citizen of Corinth. Whence it ap-
pears that the poet felt the necessity of un-
kinging this tyrant as far as possible, before
he could make a comic character of him,

The case of his ABDOLONIME is still easier,
*Tis true, the structure of the fable requires
us to have an eye to royalty, but all the pride
and pomp of the regal character is studiously
kept out of sight. Besides, the affair of
royalty does not commence till the actwn.
draws to a conclusion, the persons of the
drama being all simple particulars, and even of
the lowest figure through the entire course of it,

The King of Sidon is, further, a paltry so-
vereign, and a creature of Alexander. And
the characters of the persons, which are indeed
‘admirably touched, are purposely contrived ta
lessen our ideas of sovereignty, ’

The Lysiawasse is a tragedy in form, of
that kind which hath a happy catastrophe,
The persons, subject, every thing so impor-
tant, and attaches the mind so intirely to the
event, that nothing interests more,
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. As to his laying the scene in antiquity, tind
especially in the free towns of Greece, I would
recommend it as an admirable expedient to all
those who are disposed to follow him in this
new provinee of heroic comedy. For amongst
other advantages, it gives the writer an occae
sion to fill the courts of his princes with simple -
citizens, which, as was observed, by no means
answer to our ideas of nobility. But in any
other view I cannot say much for the practice.
It is for obvious reasoms highly inconvenient.
. Even this writer found it so, when in one of
his plays, the Macats, he was obliged to
break through the propriety of ancient man-
ners in order to adapt himself to the modern
taste. Hlis duel, as he himself says, ‘? a lair
“ bien frangois et bien pew grec.” The reader,
if he pleases, may see his apology for this
transgression of decorum. Or, if there were no
mconvenience of this sort, the representation
of characters after the antigue must, on many-
occasions, be cold and disgusting. At least none
but professed scholars can be taken with it.

Nor is the usage of the Latin writers any
precedent. For, besides that Horace, wé
know, condemned it as suitable only to the
infancy of their comic poetry, the manners,
Jaws, religion of the Greeks were in the main



04 ON THE PROVINCES OF

0 'similar to ‘their own, that the differénce
was hardly discernible; Or if it were ‘otherwise
in some points, the neighbourhood of this fa-
mous people and the intercourse the Romans
_had with them, would bring them perfectly
acquainted with such difference. And this last
reflexion shews hew insufficient it was for the
author to excuse his own practice from the
authority of his countrymen; who, says. he,
¢ never scruple laying their scene in Spain or
« England.” Are the manners of. ancient
Greece as familiar to a French pit, as those of
these two countries ? L

Lastly, I have very little to object to the
pathos of his comedy. When it is subservient
to the manners, as in the TESTAMENT and AR-

- poLoNIME, I think it admirable. When it
exceeds this'degree and takes the attention in-
tirely, as in the Lysianasse, it gives a pleasure
indeed, but not the pleasure appropriate to
comedy. [ regard it as a faint imperfect spe-
cies of tragedy. After all, I fear the fender

" and pitiable in comedy, though it must afford
the highest pleasure to sensible and elegant
tinds, is not’ perfectly suited to the-apprehen-
sions of the generality. Are they susceptible
of the soft and delicate emotions which the
fine distress in the Testament i3 intended -to
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faise? Every one indeed is capable of being
delighted through the passions ; but they must
be worked up, as in tragedy, to a greater -
height, before the generality can receive that
delight from them. The same objection, it
will be said, holds against the finer strokes of
character. Not, I think, with the same force.
I doubt our sense of imitation, especially of
the ridiculous, is quickerthan our humanity.
But I determine nothing. Both  these plea-
~ ‘sures are perfectly consistent. And my idea
of comedy requires only that the pathos be
kept in subordination to the manners. -
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CHAP. 1V.

' OF THE PROVINCE OF FARCE.

_ Tuus much then for the general idea of Co-
mEDY. If considered more accurately, it is,
further, of fwo kinds. And in considering
these we shall come at a just notien of the
province of FARCE. For this mirror of private
life either, 1. reflects such qualities and cha-
racters, as are common fo human nature at
. large: or, 2. it represents the whims, extra-
vagances, and captices, which characterize the
folly of particular persons or times.

Again, each of these is, further, to be sub-
divided into fwo species. For 1. the, repre-
sentations of common nature may éither be
taken accurately, so as to reflect a faithful
and exact image of their original ; which alone
is that 1 would call coMEDY, as best agreeing
to the description which Cicero gives of it,
when he terms it 1MacINEM vERITATIS. Or,
they may be forced and overcharged above the
simple and just proportions of nafure; as when
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the excesses of a few are given for standing
characters, when not the man is des¢ribed, but
the passion, or when, in the draught of the
man, the leading. feature is extended beyond
measure: And in these cases the representa-
tion holds of the lower province of Farce. In
like manner, 2. thé other species, consisting
in the representation of partial nature, either
transcribes such characters as are peculiar to
certain countries or times, of which our co- -
. medy is, in great measure, made up; or it
presents the image of some real individual
person ; which was the distinguishing cha-
racter of the old comedy properly so called.

Both these kinds evidently belong to FARCE:
not only as failing in that general and universal
imitation of nature, which is alone desérving
tthe name of comedy, but, also,. for this reason,
that, being more directly written for the pre-
sent purpose of discrediting certain characters
or persons, it is found convenient to exaggerate
their peculiarities and enlarge their features;
and so, on a double ‘account, they are to be
referred to that class. :

- And thus the three Jorms of dramatic com-

position; the oply ones which good sense

acknowledges, are kept  distinct: and the
voL. IL. H ’
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proper END and cHARACTER of eich, cléarly
understood.

i. Tragedy and Comiedy, by their lLively
but faithful representations, cannot fail to in-
struct. Such natural exhibitions of the Fuman
character, being set before uy in the clear
mirror of the drama, must needs servé to the
hlghest moral wuses, in awakening that in-
stinctive approbation, whi¢h we canvot with-
Fold from virtue, or in provoking the not less
necessary detestation of vice. But this, though
it be their beést use, is By no means their
* primary intention. Their proper and imme-
diate end is, to PLEASE: the one, more espe-
cially by interesting the affections; the other,
by @ just and delicaté imitation of real life.
Farce, on the contfary, ptofesses to entertain,
but this, m order more effeetnally to serve the
interests of virte and good sense. Its proper
end and purpose (if we allow it to have any
reasonable one) is, then, to instrucr. Which
the reader will inderstand sme as saymg, not
of what we know by the name of Jarce on the
“modern stage (whose prime intention cah
hardly be thought even that low one, aseribed.
to it by Mr. Dryden, of entertaining citizens,
* country gentlemen, and Covent Garden fops),
but of the legitimate end of this drama; known
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to the Ancients under the name of the old
Comedy, but having neither name nor exist-
ence, properly speaking, ameng the Moderns.
Of which we may say, as Mr. Deyden did,
but with less propriety, of Comedy, « That if.
“is a sharp manmer of instruction for the
« yulgar, who are never well amended, till
“ they are more than sufficiently exposed.
[Pref. to Trans. of Fresnay, p. xix.]

8. Though' tragedy and comedy respect the
same general END, yet pursuing it by different
smeans, hence it comes to pass, their cHaRAC-
TERS are wholly different. For tragedy, aiming
at pleasure, principally throngh the affections,
whose flow must not be checked and inter-
rupted by any counter impressions: and co-
medy, as we have seen, addressing itself prin-
cipally to our natural sense of-reseimblunce'
and imitation ; it follows, that the ridiculous
can never be associated with tragedy, without
destroying its ngfure, though with the serious
comie .it. vety well consists,

And- here. the pracme cmncrdga thh the
sde. All exdet writers, though ‘they con-
stantly mix grave and pleasent scenes together
in the same comedy, yet never presame to dp
, this'in fragedy, and so keep the two specws Qf

B2
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tragedy and comedy themselves perfectly dis-
tinct. Bat, ' -

3. It is quite otherwise with comedy and
Jarce. These almost perpetually run into
each other. And yet the reason of the thing
demands as intire and perfect a separation in
this case, as in the other. For the perfection
of comedy lying in the accuracy and fidelity of
universal representation, and farce professedly
neglécting or "rather purposely transgressing
the limits of common nature and just decorum, ’
they clash entirely with each other. And co-
medy must so far fail of giving the pleasure,
appropriate to its design, as it allies itself with
farce; while farce, on the other hand, forfeits
the use, it intends,” of promoting ‘popular ridi-
cule, by restraining itself within the exact
- rules of Nature, which Comedy observes.

But there is little octasion to guard against
this latter abuse., The. danger is all on the
other side. And the passion for ;what is now
called Farce, the shadow of the Old Comedy,
has,” in'fact, possessed the wmodern poets to
such a degree that we have scarcely. one ex-
ample of a comedy, without this gross mikture.
If any are to be excepted from this censure in

"Moliere, they are.his Misanthrope and Tar-
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-duffe, whlch are accordingly, by common al-
lowance, the best of his large collection. In
proportion as his other plays have less or more -
of this farcical turn, their true value hath been
long since determined.

Of our own comedies, such of them, I mean,
as are worthy of criticism, Ben Jonson’s Al-
chymist and Volpone bid the fairest for being
written in this genuine unmixed manner. Yet,
though 'their_merits are very great, -severe Cri-
ticism might find something to object even to
.these. The Avrcuymist, some will think, is
exaggerated throughout,.and so, "at’ hest, .be-
longs to that species of comedy, which we
-have before called particular and partial. At
Jeast, the extravagant pursuit so strangly. exe
- posed in that play, hath now, of a long time,
. been .forgotten ; so that we find it difficult to
enfer fully into the humour of this highly-
wrought character. And, in general, we may
remark of such. characters, that they are. a
strong temptation to the writer to exceed the
‘bounds of truth in his draught of them at firsz,
and are further liable to an 1mperfect, and even
unfair ‘sentence from the reader afterwards.
For the welcome reception, which- these pic-
tures of prevailing local folly meet with on the
stage, cannot but induce the poet, almost
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without désign, -to inflame the representation :
-And: the'want of -archeétypes, in a little time,
‘mikes it pdss for immdderate, “were it originally '
tgiven Wwith ever'so much' diserétion and justice,
So that whether the Alchymist be farcical or.
. mot, it will appear, at least, to have this note
of Farce, “ That ithe principal cheracter is ex-
“-aggerated.” Bt dlen this 'is 'all we ‘must
-affirm. For-us to 'the subjeef of ‘this Play's
.. befng “a 'local folly, which seems to bring ‘it

-direetly under “tlfe -denomination of Paree, it
-#s ‘butrjust to-nmkera distinetion. Had the end
- and rpirpdse of ‘the Play been to expose Al-
-cflymey,' it had been irable ‘to this objection.
»But this mode ofYotal >folly, is émployed as
‘the Méans only of expdsing 'wmother folly, ex-
-tensivgme bur Ndtureand coeval with it, namely
varice: Sorthet thie 'subject has rall. the re-
~Quibites of trde' Comedy. It is just otherwise,
-we may-cobselve, in the Devil's an Ass; which
“therefore "properly ‘falls under our’ censure.
‘Forsthiere, the folly-of the timie, : Projects und
< Mnopolies;' are brought *in o' be exposed, as
“thiet énd'md Mwe of the oomedy

On: the“whdle, the Adchyvmat is'a «Comedy
-injust form, ‘but.a litde>Farcival in the exten-
ion‘of orie of its ‘chardeters.
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The VoLpong, is a subJect so manifestly

" ﬁtted for the entertainment of all times, that
1t stands m need of no vmdlcatlon Yet nex-
ther, I am afrald is this Comedy, in all re-
spects, a compIete model. There are even
gome Incidents of a farcical invention ; partl-
cularly the Mountebank Scene and Sir Poli-
tigue's Tortoise are in the taste of the old
comedy, and without its rational purpose.
Besides, the hunlour of the dialogue is some-
times on the potnt of becommg mordmate, as
_may be seen in the pleasantry of Corbacczo’s
,mzstakes through deafness, and in other in-
.stances. And we shall not wonder that the
‘best of his plays are liable to some ob_;ectlons
of this sort, if we attend to the character of
be writer. For his nature was severe and
Qr;g'ld and thls in giving a. strength and man-
hness, gave, at times too, an mtemperanoe to
chis satyr. His taste, for ridicule was, stroncr
‘but mdehcate, . hxch .made him not ‘over-
_curiqus. in the ehoxce of his, fopics. Aad last]y,
Ips style in_picturing characters, though mas-
terly, was without that elegance of hand,
.which is required to correct and allay the force

- of so bold a colouring. Thus, the, blass of. his
‘ nature leadmg him to Plautus rather than
Terence for his model it is not to be wondered

that hls wit is too frequently caustic 3 hls :

mlleljy coprge ; and his humour excessive.
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Some later writers for the stage have, no
doubt, avoided these defects of the exactest of
‘our old dramatists. But do they reach his
excellencies?  Posterity, I am afraid, ~will
Judge otherwise, whatever may be now thought
“of some more fashionable comedies. "And if
‘they do not, neither the state of general man-
ners, nor the turn of the public taste, appears
to be such as countenances the expectation of
' greater lmplovements To those who are
_ not’ over-sanguine in thelr hopes, our fore-
fathers will perhaps be thought to have fur-
'nishied (what, in nature, seem linked ‘together)
‘the falrest example of dramatw, as’ of real
‘manners. L

““But here it will probably be said,” an’ af-.
“fected zeal'for thie honour of* our old poets has
betrayed their unwary ‘advocaté into a conces-
sion, whlch discredits his whole pams on thts
“subject. For to what pufposé, ‘may it be
asked, this waste of dramatic criticism, wher,
"by the allowance of the idle speculatist him-
self, -his theory is likely to prove so unprofit-
“able, at least, if it be not ill-founded? The
only part ‘I can take in this nice conjuncture,
., 18 to screen myself behind the authomy of a
much abler critical theorist, who had’ once the
misfortune ‘to find himself in these* unlucky
circumstances, and has apologized for it. - The
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objection is fairly urged by this fine writer;
and in so profound and speculative an age, as
the present, I presume to suggest no other
answer, than he has thought fit to give to it.
¢ Speculations of this sort, says he, do not be-
“ stow genius on those who have it not; they
“do not, perhaps, afford any great assistance
“ to those who have ; and most commonly the
‘“ men of genius are even incapable of being
< assisted by speculation. To what use then
-“do they serve? Why, to lead up fo the
« first principles of beauty such persons as
* love reasoning and are fond of reducing, un-
¢ der the controul of philosophy, subjects that
 appear the most independent of it, and
 which are generally thought abandoned to
¢ the caprice of tasteP,”

R ¢ Ces sortes de speculations ne donnent point de
¢ genie & ceux qui en manquent ; elles n'aident beaucoup
“ ceux qui en ont : et le plus souvent méme les gens de
« génie sont incapables d'étre aidées par les speculations.
“ A quoi donc sont-elles bonnes? A faire remonter jus-
‘¢ qu'aux premieres idées du beau quelques gens qui aiment
“la raisonnement, et se plaisent & reduire sous I'empire
“« de Ia philosophie les choses qui en paroissent le plus in-
‘“ dépendantes, et que I'on croit communément abandon-
¢ nées 2 la bizarrerie des golQits.” M. D FoNTENELLE.
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DISSERTATION IIL

POETICAL IMITATION.

] UNDERTAKE, in the following discourse,
to consider TWo QUESTIONS, in which the cre-
dit of almost all great writers, since the time
of Homer, is vitally concerned.

First, «“ Whether that Conformity in Phrase
“ or Sentiment between two writers of dif-
« ferent times, which we call ImitaTION, Mmay
“ not with probability enough, for the most
“ part, be accounted for from general causes,
“ arising from our 'common nature; that is,
« from the exercise of our natural fuculties
“ on such objects as lie in common to all ob-
.« servers ? '

-~
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Secondly, « Whether, in the case of" con-
[ fessed Imitations, any certain and neces-
“ sary conclusion holds to the disadvantage
“ of the natural EN1US of the imitator "—
QuxstioNs, which there seems no fit method
of resolving, but by taking the ‘matter pretty
deep, and deducing it from its first principles.
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SECTION I

4

ALL Poetry, to speak with Aristotle and.
the Greek critics (if for so plain a point autho-
rities be thought wanting) is, - properly, imita-
tlon. It is, indeed, the noblest and most
extensive of the mimetic arts; having all crea-
tion for its object, and ranging the entire cir-
cuit of universal being. In this view every
wondrous original, which ages have gazed at,
as the offspring of creative fancy; ‘and of which.
poets themselves, to do honour to their inven-
tions, have feigned, as of the immortal panoply .
of their heroes, that it came down from hea-
ven, is itself but a copy, a transcript from some
brighter page of this vast volume of the uni-
verse. Thus all is derived ; all is unoriginal.
And the office of geniusis but to select the
fairest forms of things, and to present them in

*due place and circumstance, and in the richest
colouring. of expression, to the imagination.
This primary or original copying, which in
the ideas of Philosophy is Imitation, is, in the
language of Criticism, called INvENTION.
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Agam of the endless variety of these ori-
ginal forms, which the poet’s eye is incessantly
traversing, those, which take his attention
most, his active mimetic faculty prompts him
to convert into-fair and living resemblances.
This magical operation the divine philosopher
(whose fervid fancy, though it sometimes ob-
scures® his reasoning, yet never fails to clear
and brighten his imagery) excellently illus-
trates by the similitude of a mirror; * which, .
* says he, as you turn about and oppose to the
_ “ surrounding world, presents you instantly -
“ with a suN, STARs, and sKiEs; with your
“ oWN, and every oTHER living form; with
“ the EARTH, and its several appenda ges of -
“ TREES, PLANTS, and FLOWERsb.” Just so,
on whatever side the poet turns his imagina-
tion, the shapes of things immediately imprint -
themselves upon it, and a new corresponding
creation reflects the old one. This shadowy
ideal world, though unsubstantlal as the Ame-

rican vision of soulse, yet glows with such .

apparent life, that it becomes, ‘thenceforth,
the objeet of other mirrors, and is itself original

" a Mawlvs m, says Dionysius of Halicarnassus, speaking
of his figurative manner, 3 sa®i; xal Z6Qu waei wapzAroior
[T.ii. p. 204. Ed. Hudson) :

b Prato D Rerus. lib. x.

¢ Spectator, No. 56,
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" 1o future reflexionss This secondary or deri- -
vative image, is that alone which Criticism
tonsiders under the Idea of ImiTaTION. .-

And here the difficulty, we are about to
_examine, commences. For the poet, in his
guick researches through all his stores and
materials of beauty, meeting every where, in
his progress, -these reflected forms; and de-
riving from them his stock of imagery, as well
as from the real subsisting ohjects of nature,
the reader is often at a loss (for the poet him-
self is not always aware of it) to discern the
original from the copy; to know, with cer-
tainty, if the. senfiment, or image, presented
to him, be directly taken from the life, or be
itself, a lively transcript, only, of some former
copy. And this difficulty is the greater, be-
cause the originel, es well as the copy, is al-
ways at kand for the poet to turn to, and we
can rarely be certain, since both were equally
in his power, which of the two he chose to
make the object of his own émitation. For it
is not_enough to say here, as in the case of
reflexions, that the latter is always the weaker,
and of course betrays itself by the degree of

- faintness, which, of necessity, attends a copy. o

This, indeed, hath been said by one, to whose
judgment a peculiar deference is owing. Quic-

\

VOL. 1L A
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QUID ALTERI SIMILE’ EST, NECESSE EST MIKUS
SIT E0, auop 1MrraTuRY. But it holds* only
of strict and serupulous #mitations. ‘And of
such alone, I think, it was intended; for the
. explanation follows, wut wmbra corpore, - &
imago facie, & actus histrionum veris affec:
¢ibus ; that is, where the artist confines him-
self to theé single view of taking a faithful and
exact transcript. And even this can be al-
lowed only, when the copyist is of inferior, or
at most but of equal, talents. Nay, it is not
certainly to be relied upon even then ; as may
appear from what we are told of an irferior
painter's [Andrea del Sarto’s] copying a pot-
trait of the divine Raphael. The story is welk
known. But, as an aphorism, breught to de-
termine the merits of émifafion, i general;
nothing can be falsér or more delusive. Fory,
1. Besides the supposed eriginal, the object

itself, as was observed, is before the poét, and -
he may catch from thence, and infuse into his

piece, the same glow of real life, which ani-
mated the first copy. 2. He may also take
in circamstances, omitted or overlooked before
in the common object, and so give new and
additional vigour to his imitation. Or; . He
may possess a stronger, and more plastic

d QuevcriL. lib, x: ¢, 11
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genius, and therefore be énabled to touch,
with more fofce of éxpression, even those par
hculars, which he professedly 1m|tates

O all these acbounts, the difficulty of dis-
tihguishing betwixt original, and secovidary,
imitatiohs i§ dppatent. And it is of -import-
ance, that this difficully be seen in’its full
light. Betausd, #f tfie simzldrztg}, obsérved in
two of more wrifers, nray, for thé most part
and with the highiest probability, be accounted
for from general principles, it is supeiﬂuous
at least, if not anfair, fo Have recotifsé to thé
'parttcular charge of imitation.

Now to see how far the same cotathon priti-
eiplés of nature will go towards' effecting thé
similarity, here spoken of; it is néeeidity td
consider very distinctly ’

I. Tux MATTER ; and

‘II'.’ TrE 'ziuxuén’,.g}’ al'l‘poet:icd‘i imitation.

.1 In 41l tHt range of natural objécts, over
w‘hich' the rdstléss” idiaginatioh’ of the poel'

‘efpat:atés‘, theré is- no sbjéct of- picture or -
.18
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imitation, that-is not reducible to one or other
of the three following classes.. 1. The mate-

- rial world, or that vast compages of corporeal
forms, of which this universe is compounded.
2. The internal workings and movements of
kis own mind, under which I comprehend the
manners, sentiments, and passions. 3. Those
internal_operations, . that are made o@ectwe
to sense by the outward signg of gesture; at-
titude, or action. Besides these I know of
no_source, whence the artist can derive a single
sentiment or image. There needs no new dis-
tmct;on in favour of Homer's gods, Milton's
angels or Shaltespears witches; it being
clear, that these are only .human characters,
diversified by such attributes and manners, as
superstition, religion, or even wayward fancy,
had assigned to each.

1. The material universe, -or what the

B pamters call still life, is the object of that -

~ species of poetical imitation, we call descrip-
tive. This beauteous arrangement of natural
obJects which arrests the attention on all sides,
makes a necessary and forceable. impression on

the human-mind. - We_are so constituted, as

to have a quick perception of beauty in the.

. Jjorms, combinations, and aspects of things,

-~
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bout us; ; which the phllosopher may amuse
~ himself in explammg from remote and insuffi-
clent considerations ; but consciousness - and
common feeling will never suffer us to doubt
of its being entirely natural. Accordingly we
may observe, that it operates universally on all
men; more espeéially the young and unexpe-
fienced; who are not less transported by the
novelty, than beaaty of material objects. But
' its impressions ‘are strongest on those; whom
nature hath touched with a ray of that celestial
fire, which we call true genius. Here the work-
ings of this instinctive sense-are so powerful,
that, to judge from its effects, one: shonld
- ¢onclude, it perfect'ly mtranced and bore away
the mind, as in a fit' of rapture. Whenever
the form of natural beauty presents itself,
though but casually, to the mind of the poet ;

busied it may be, and intent on the investiga-
tion .of quite other objects; his imagination
takes fire, and it is with difficulty that he re-
strains himself from quitting his proper pur-
suit, and stopping ‘a while to_survey and deli-
neate thie enchanting image. This is the cha-
racter of what we call a luzuriant fancy, which
all the’ ngour of art can hardly keep down ;
and we give the highest praise of judgment to
those few, who have been able to dlscxp]me
and confine it within due limits.
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I insist the more on this strong. influence of
exter nal beauty, because lt leads, I think, to a
clear view of the subject before us, so far as ;t re-
spects desmptwe poetry. These lwmg form&
are, without any change, presenhed to obsey-
Yatlon in every age and country. There needs
. but opening the eyes, and these forms neces-
sarily imprint themselyes on the fancy, an;‘
the love of amztatzon, whlch naturalbr accom-
pamps and kﬂeps pace ‘with this sense of beauty
in the poet, is continually urg:ng “him to trans-
laye them into descrz tum hese de,scnpnonq
. “pll indeed, have dlﬁ'ereut degrees o{ colour-
qng, according to the force of gemus in the
imitator ; but the outlmes are the same in all;
in the weak, faint sketches of an ordmg,ry,

Gothxc deslgner, as m t.he hvmg pictures of
Homer.

~ An instance will axplam wy meanipg,
Amidst all that diversity of natural objects,
whlch the pogt delights to paint, nothing is -
50 takmg to his lmagmatlon, as rural scenery;.
which is,, alwqys, the first passion of good
ts, and the only one that seems, in any.
legree, to animate and mspmt bgd ongs.
Now let us take a descnptl‘on of such a sgene s
suppose that vghlch Aelian hath left us of the .
Grécian TEMPE, given f] froarr rthe h,fe a;;d» without
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* the heightenings of poetic arnament; and we
~ shall see how little the imagination of the most
fanciful poets hath ever done towards improving
upon it. Aelian’s description is given in these
words. '

“ The Thessalian TempE is a place situate
% between Olympus and Ossa; which are
“ mountains of an exceeding great height; and
“ look, as if they once had been joined, but
% were afterwards separated from each other,

by some god, for the sake of .opening in the

“ midst that large plain, which stretches im
“ length to about five miles, and in breadth a
“ hundred paces, or, in some parts, more, -
“ Through the middle of this plain runs the
“ Peneuns, into which several lesser currents
“ empty themselves, and, by the confluence
% of their waters, swell it into a river of great -
“size. This vale is ‘abundantly furnished
“ with all manwer of arbours and resting
¢ places ; not sach as the arts. of human in- _
“ dustry contrive, ‘but whieh the: bounty of
“ spontaneous nature, ambitious, as it were,
“ to make a shew of all her beauties, provided
“ for the supply of this fair -residence, in the
“ very original structure and formation of the
‘ place. For there-is plenty of vy shooting
< forth _in it, which flourishes and grows so
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« thick, that, like the generous and leafy vine,
“it crawls up the trunks of tall trees, and"
“ twining its foliage round their arms and
“ branches, becomes almost incorporated with
“them. The flowering smilaxze also is there
“in great abundance; which running up the
“ acclivities of the hills, and spreading the
“ close texture of its leaves and tendrils on all
« sides, perfectly covers and shades them; so
¢ that no part of the bare rock is seen; but
“ the whole is hung with the verdure of &
¢ thick, inwoven herbage, presenting the most
« agreeable spectacle to the eye. Along the
% level of the plain, there are frequent tufts of
“ trees, and long continued ranges of arching
¢ bowers, affording the most grateful shelter
“ from the heats of summer; which are fur-
¢ ther relieved by the frequent streams of clear
« and fresh water, continually winding through
« it, The tradition goes, that these waters are
¢ peculiarly good for bathing, and have many
¢ other medicinal virtues. In the thickets and
“ bushes of this dale are numberless singing
“ birds, every where fluttering about, - whose
¢ warblings take the ear of passengers, and

e Botanists give it the name of oriental bind weed. It is
said to be a very rambling plant, which climbs up trees,
and rises to a great height in the Levant, ‘where it partis
eularly flourighes. ' -
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« cheat' the labours of their way through it.
¢ On the banks of the Peneus, on either side,
« are dispersed irregularly those resting places,
“ before spoken of ; while the river itself glides
¢ through the middle of the lawn, with a soft
' ¢ and quiet lapse; over-hung with the shades
¢ of trees, planted on its borders, whose in-
¢ termingled branches keep off’ the rays of the
“ sun, and furnish the opportunity of a cool
“and temperate navigation wupon it. . The
¢ worship of the gods, and the perpetual fra-
¢ grancy of sacrifices and burning odours, fur-
¢ ther consecrate the place, &c.” [V ar. Hist,
lib. II1. c. 1.] :

Now this picture, which Aelian took from
nature, and which any one, if he hath not
seen the several parts of it subsisting together;
may easily compound for himself. out of that
stock of rural images. which are reposited in
the memory, is, in faet, the substance of
all those luscious and luxuriant paintings,
which poetry hath ever been able to feign.
For what more is there in the Elysiums, the
Arcadias, the Edens, of ancient and modern
fame? And the common object of all these
pictures being continually present to the eye,
what way is there of avoiding the most exact
agreement of representation in them? Or how
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from any similarity in the materials, of which
they are formed, shall we infer an imitation ?

This agreeable scenery is, for an obvious
reason, the most frequent objeot of deserip-
tion. Though-sometimes it .chuses to itself a
dark and sombrous imagery; which nature,
again, holds out to imitation ; or fancy, which
hath 3 wandrous quickness and facility in op-
posing its ideas, readily suggests. We have
an instance in the picture of that herrid and
detested vale which Tamora desecribes in Tirus
Axproxicus. It is a. perfeet- contrast to
Aelian’s, and may be called an Anti-tempe. Or,’
to see this opposition of images in the strongest
light, the reader may turn to L’Allegro and
{l Penserosa of Milton ;; where he hath art-
fully made, throughout the two poems; the
same kind of subjects excite the two pmswm
of mirth and melaucboiy

When the reader is got into this train, he
will easily extend the same observation to other
instances of natural description; and.can -
hardly avoid, after a few trials, coming to this
short conclusion, * that of all the various deli-
« peations in the poets, of the HEAVENS, in
¢ their vicissitude of times and seasons; of
¢“the BARTH, in its diversity of mountuins,
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« val{eys, pramantories, &c. of the sEa, under
% its several aspects of #urbulence, or serenity ;
« of the make and structure of aNiMaLs, &e,
« it can rarely be affirmed, that they are co-
¢ pies of one another, but rather the genuine
“ products of the same creating fancy, opes
“ rating uniformly in them all.”

Yet, notw1thstandmg this identity of the
subJect-matter in natural description, there is
room enough for true Genius to shew itself,
To omit other cansiderations for the present,
it will more especially appear in the manner of
Representatwn, by which ig not meant the
language of the poet, but simply the form
under which he chuses to present his imagery.
to the fancy. The reader will excuse my
adding a word on so cyrious a subject, which
he will readxly apprehend from the following
ms;ance. _

Descriptions of the morning are very fre-
quent in the poets. But this appearance is
known by so many attending circumstances,

that ghere will be ropm for a considerable va- -
pety in the pictures of it. It may, be described
by those stains of light, which streak and di-
vemlfy the clouds; by the peculiar colour of
the dqun ; by its zrradzatzqrps on the sea, or
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earth; on some peculiar objects, as #rees,
kills, riz,ers, &c. A difference also will arise
from the sifuation, in which we suppose our-
selves; if on the sea shore, this harbinger of
day will seem to break forth from the ocean ;
if on the land, from the extremity of a large
plain, terminated, lt may be, by some re-

markable object, as a grove, mountain, &c..

There are many other differences, of which
the same precise number will scarcely offer it-
self to two poets; or not the same individual

circumstances; or not disposed in the same’

manner. But let the same identical circum- -

stance, suppose the breaking or first appear-
ance of the dawn, be taken by different writers,
and we may still expect a considerable diversity

in their representation of it. What we may .

allow to all poets, is, that they will @mperso-
nate the morning.- And though this idea of it
is metaphorical, and so belongs to another
place, as respecting the manner of imitation
only; yet, when once considered under this

Jigure; the drawing of it comes as directly
~ within'the province of description, asthe real,
literal circumstances themselves. Now in de-
scriptions of the morning under this idea of a
person, the very same aftitude, which is
made analogous to the circumstance before
specified, and is to suggest it, will, as I said,

-
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be represented by different writers very dif-
ferently. Homer, to express the rise or ap-
pearance of this person, speaks of her as
skootzng Jorth from the ocean :

AIl QKEANOIO POAQN
QPNT@

Virgil, as rising from the rocks qf' Ida

Jamgque jugis summae surgebat Lucifer Idae,
. Ducebatque diem.

Shakespear hath closed a fine d‘éscription of

the morning with the same image, but ex-.

‘pressed in a very different manner.

Look what streaks
- Do lace the severing clouds in yonder east ¢
Night's candles are put out: and J0CUND DAY

STANDS TIPTOE ON THE MISTY MOUNTAINS TGP."

The reader no doubt, plonounces on first
sight, this descnptlon to be original. But
why? There is no part of it, whlch may not
be traced in other poets. The staining of the
clauds, and putting out the stars, are circum-
stances, that are almost constantly taken notice

of in representations of the morning. Asnd

the last image, which strikes most, is not

~
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essentially different from that of Virgil and

. Homer.” K would express the attitude of a

. person impatient, and in act to make his ap-
pearance. And this is, plainly, the image

“suggested by the other two. But the diffe-
rence lies here. Homer’s expression of this
impatience is general, QPNYT®. So is Vir-

"’gil’s, and, as the occasion required, with less
energy, SURGEBAT. Shakespear's is particu~

~lar : that impatience is set before us, and' pic-
tured to the eye in the circumstance of standing
tiptoe ; the attitude of a winged messenger, in
act to shoot away on his errand with eagerness
and precipitation. Which is a beauty of the.
same kind with that Aristotle so much admired”
in the‘POAOAAKTYAOS, of Homer. ¢ This
“ image, says he, is peculiar and singularly ,
« proper to set the object before our eyes.
& Had the poet said POINIKOAAKTYAOS,

* ¢ the colour had been signified too generally,
« and stilk worse by EPTOPOAAKTYAOZ.
“4POAOAAKTYAOS, gives the precise ides,
% which- was wantingf.”

This, it must be owned, is one of the surest
characteristics of real genius. ‘And if we find
it genera.lly in a writer, we may almost ventuvel

_ ""Aars-r.Ran. 1ib, iii. ¢. xi.
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. to esteem him original without further scruple.
For the shapes and appearances: of  things are
apptebended, only in the gross, by .dull minds.

They think the see, but it is as through & mist,

where if they catch but a faipt glimpse of the
form before them, it is well. More one is not
to. look for. from their clouded imaginations,
And:what they thus imperfectly discern, it i

not possible. for. them to delineate very dis- -

tinetly. Whereas every object stands forth in
bright sunshine to the view of the true poet.
Every minute mark and lineament of the. con=
templated form leaves a corresponding trace
on his fancy. ‘And having these bright and

deternvinate conoeptions of things in his own

mind, he finds it no difficulty to convey the
tiveliest ideus of them to others. This is what
* we call paiating. in poetry; by which not only
the general natures of things are described,
and their more obvious appearances shadowed
- forth; but every single property marked, and
_ the.poet’s own image set. in distinct religf. be~
fore the view of his reader.

¥f this glow of imagery, resulting from clear
and. bright perceptions in the poet, be not @
certain character of genius; it will be difficult,
X believe, to say what is: I mean so far as de-

scriptive poetry, which we are now considering;

l
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is concerned. The samé general appearances
must be copied by all poets; the same parti-
cular citcumstances will frequently occur to
all. But to give life and colour to the selected
circumstance, ‘and imprint it on' the imagina-
 tion with distinctness and vivacity, this is the
proper office of true genius; An ordinary
writer may, by dint of industry, and a careful
study of the best models, sometimes succeed
in this work of painting; that is, having
stolen a ray of celestial matter, he may now
and then direct it so happily,” as to animate
and enkindle his own earthly lump; but to
succeed constantly in this art of description, to
be able, on all occasions, to exhibit what the
Greek Rhetoricians call PANTASIAN ;. which
is, as Longinus yvell expresses it, when « the
« poet, from his own vivid and enthusiastic
“ conception, seems to have the object, he de-
« scribes, in actual view, and presents it, al-
* most, to the eyes of the readers;” this cari be
accomplished by nothing less, than the genuine
plastic powers of original creation.

2. If from this vast theatre of sensible and
extraneous beauty, the poet turn his attention

8 “Orar & Aywg, Un’ ilsaieoud xad wadus BAtwar doxs, xod
va’ oy mibng dusiwaw.  [TIEP. TY, § xv.] '
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‘to ‘what passes within, he immediately discd-
vers a new world, invisible indéed and intel-
léctual ; but which s equally capable of being
represented to the.internal sense of others.
_This arises from that similarity of mind,.if I
. may so speak, which, like.that of outward
Jorm and make, by the wise provision of
nature, runs through the whole species. We
areall furnished with the same original pro--

perties and affections, as with the same stock
" of perceptions and ideas; whence it is, that
our intimate consciousness of what we carry
about in ourselves, becomes, as it were, the
interpreter of the poet’s thought; and makes
us readily enter into all his descrlptlons of the
human nature. These descri iptions are of two
kinds; either 1. such as express that tumult
and disorder of the mind, which we feel in
ourselves from the disturbance of any natural
affection: or, 2. that more quiet state, which
gives birth to calmer sentiments and reflexions.-
- The jformer division takes in all the workings
~of passton. The latter, comprehends our
MANNERS and SENTIMENTS. Both are equally
the objects of poetry; and of poetry only,
which triumphs without a rival, in .this most
sublime and 'in‘ter'esting of ‘all the modes of
tmitation. Painting, we know, can express
“the mqterial universe 5 and, as will be seen

VOL. IL. X '
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.hereafter, can evidence the internal movements
of the soul by semsible marks and symbols ;
but it is poetry alone, which delineates the
mind itself, and opens the recesses of the henrt
tous.

" EFFERT ANIMI MOTUS INTERPRETE LINGUA.
Now the poet, as I said, in addressing him-
glf to this province of his art, hath only to
consult with his own conscious reflexion.
Whatever be the situation of the persons,
whom he would make known to us, let him
but take counsel of his own heart®, and it will
very faithfully suggest the fittest and most .
natural expressions of their character. No
man can describe of others further than he
_hath felt himself. And what he hath thus
known from his own feeling is so conso-
nant to the experience of all- others, that his
description must needs be frue; that is, be

the very same, which a careful attention to

such experience must have dictated to every
* other. . So that, instead of asking one's self

b What is here said of poetical fiction, Quinetilian hath
applied to "oratorial narration ; the credibility of which
will depend on the obsemnc'e of, this rule. Credibilis erit
narratio antd omsuia, si prias consuluerimus nostrum ANIMUM,
nequid naturae dicamus gdrersum.  [L.iv. 2] .
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{4s an admired ancient advised to do) on any
attempt to excel in composition, * how this or
% that celebrated author would ‘have writteh on

"% the occasion ;” the surer way, perhaps, is to
inquire of ourselves “ how we have felt or
* thought in such a conjuncturé, what sensa-
_“ tions or reflerions the like circumstinces
“ have actually excited in us.” For the
answeér to these queries will undoubtedly set us -
in the direct road of nature and common sense.
And, whatever i¢.thus taken from the life, will,
we may be sure, affect other minds, in pro-
- portion to the vigour of our conception and
expression of it. In sum;

To catch the manners living, as they nse,

) | mean, from bur own internal frame and con-
stitution, is the sole.way of writing naturally
and justly of human life. And every such
description of ourselves (the great exemplar of
moral imitation) will be as unavoidably similar
to any description copied on the like occasion,
by other poets; as pictures of the natural -
world by different hands, are, and must be,

to- each other, as being all denved from the
archetype of one common ongmal ~

1. Let us take some master-pxece of a great |
Vpoet most famed for his original inveation, in
K2
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which he has successfully revealed the secret
internal workings of any passtoN. What does
he make known of these mysterious powers,
but what he feels  “And whence comes the .
‘Tmpression, his déscription makes on others,
but from its agreement to their feelingsi? To
mstance, ‘in the expression of grief on the
“murder of children, relations, friends, &c.
a passion, which poetry hath ever taken a forrd
pleasure to paint in all its distresses, and which
our common nature obliges all readers to enter
into with an exquisite sensibility. What are
‘the tender touches which most affect us on-
these occasions?. Are they not such as these:
complaints of untimely death : of unnatural
cruelty in the murderer : imprecations of ven-
geance : weariness and contempt of life : ex-
postulations with heaven : fond recollections

i So the great philasopher, & yap mepl irdas cvpCaim
waid® Yuxus loxvpds, wiro b wdgwag Umdpxw. o O daler
diadipu, xas 15 parrov. TIOAIT. ©. Whence our Hobbes
seems to have taken his aphorism, which he ‘makes the
corner-stone. of his philosophy. ¢ That for the similitude
- ¢¢ of the thoughts and passioné of one man to the thougbts
« and passions of another, whosoever looketh intd him-
¢ gelf, and considereth what he doth, when he doees think,
* opine, reason, hope, fear, &c. and upon what grounds ;
¢ he shall thereby read and know, what are the thoughts
* and passions of all other men, upon the like occasions.™

LevIATHAN, Introd. p. 2. fol, London. 1651.
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~ of the virtues and good qualities of the de-
ceased; and of the ‘different expectations,
raised by them? ‘These were the dictates of
nature to the father of poets, when he had to
draw the distresses of Priam’s family sorrowing
for the death of Hector. Yet nothing, it
seems, but servile imitation ¢ould supply his
sons, the Greek and Roman. poets in after-
times, with sach pathetic lamentations. It
may be so. They were all nourished by his
streams. But what shall we say of -one, who
assuredly never drank at his fountains ?

— My heart will burst, and if I speak—

And Iwill speak, that so my heart may burst.

Butchers and villains, bloody cannibals, ~ -

How sweet a plant have ye untimely crapt !

You have no children ; butchers, if you had,

The thought of them would have stirr'd up
remorse. '

The reader, also, may consult that wonderfal
scene, in which Macpurr laments ‘the murder
of his wife and children. [MacgEers.]

2. Tt is not different with the maxxEgrs; 1
mean those sentiments, which mark and dis-
tinguish characters. These - result imme-
diately from the suggestions of nature; which
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is-90 uniform in her workings, and offers her-
self so openly to .common inspection, that
nothing but a lierverse and studied affectation
ean frequently hinder the exactest similarity
of representation in different writers. This is
%o true, that, from knowing the gemeral cha-
" racter, intended to be kept up, we can guess,
beforehand, how a person will act, or what
- sentiments he will entertain, on any occasion.
- And the critic even ventures to prescribe, by
the authority of rule, the particular properties
and attributes, required to sustain it. And no
_wonder.. Every man, as he can make himself
the subject of all passions, so he becomes, in
a manner, the aggregate of all characters.
Nature may have inclined him most powerfully
to ene set of manners ; just as one. passion is,
~ always, predominant in him. But he finds in
himself the seeds of all others. ' This con- .
sciousnéss, as before, furnishes the characte-
ristic sentiments, which constitute the man-
ners.. And it were full as strange for two
poets, who had taken in hand such a character,
as that of Achilles, to differ materially in their -
“expression of it; as for two painters, drawing
from the same object, to avoid a striking
" conformity in the design and attitade of theiy
pxctures.
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Those who are fond of hunting after par-
allels, might, I doubt not, with great ease,
confront' almost every sentiment, which, in
the Greek tragedians, is made expressive of
particular characters, with similar passages in

other. poets ; more especially (for I must often

~ refer to his authority) in the various living
pourtraitures of Shakespecr Yet he, who
after taking this learned pains, should chuse,
to urge such parallels, when found, for proofs
of his imitation of the ancients, would only
run the hazard of being reputed, by men of
" sense, as poor a critic of human nature, as of
bis author. .-~ . - ) ' R
I say this with confidence, because I say it
on a great authority. -« Tout est dit (says
““ an exquisite writer on the subject of man-
“ ners) et 'on vient trop tard depuis plus de
“ sept mille ans qu'il y-a des hommes, et qui
“ pensent. Sur ce qui concerne les MOEURS,
“ le plus beau et.le meilleur est enlevé ; Ton ne
“ fait que glaner aprés les anciens, & ies}

' s habxles dentre les modemesk ?

' Thos far indeed, the case is almost too plain
to be disputed. Strong affections, and consti-

~ k M. pxza Bruvkzs, Tom. 1. p. 91.  Amst, 1701,
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tutional characters, will be allowed to act
powerfully and steadily upon us. The violence
and rapidity of their movements render all
' disguilse impossible. And we find ourselves
determined, by a kind of necessity, to think
and speak, in given circamstances, after much
the same manner. But what shall we say of
our cooler reasonings; the sentiments, which
the mind, at pleasure, revolves, and applies, as
it sees fit, to various occasions? ¢ Fancy and
“ humour, it will be thought, have so great an
“ influence in directing these operations of our
““ mental faculties, as to make it altogether
“ incredible, that any remarkable coincidence
“ of sentiment, in- different persons, should
% result from them,”

To think of reducing the thoughts of man,
which are ¢ more than the sands, and wider
than the ocean,” into classes, were, perhaps, a
wild attempt.. Yet the most considerable of
those, which enter into works of poetry (be-
sides such as result from fixed characters or
predominant passions) may be included in the
division of 1. Religious, 2. Moral, and 3. -
QOeconomical sentiments; understanding by
this last (for I know of no fitfer term to ex-
press my meaning) all those reasonings, which
take their rise from particular conjunctures of
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ordindry life, and are any way relative to our
conduct in it.

1. The apprehension of some .invisible
power, as superintending the .universe, tho'
not connate with the mind, yet, from the ex-
perience of all ages, is found inseparable from
the first and rudest exertions of its powers.
And the several reflexions, which religion de-
rives from this idca, are altogether as neces-
sary. It is easy to conceive, how unavoidably,
almost, the mind awakened by certain con-
junctures of distress, and working on the
ground of this original impression, turns itself
to awful views of deity, and seeks relief in
those soothing contemplations of Providence,
which we find so frequent in the epic and
tragic poets. And whoever shall give himself
the trouble of examining those noble hymns,”
which the lyric muse, in her gravest humours,
chaunted to the' popular gods of paganism,
will hardly find a single trace of a devotional
sentiment, which hath not been common, at
all times, to all religionists. Their power,

- and sovereign disposal of all events; their
care of the good, and aversion to the wicked ;
the blessings, they derive on their worshippers,
and the terrors, they infix in the breasts of the
prqfane; they are the usyal topics of theip
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meditatibns; the solemn sentiments, that con-
secrate these addresses to their local, gentilitial
deities. In listening to these divine strains
every one feels, from his own consclousness,
how recessary such reflexions are to human
bature; more particularly, when to the simple
spprehension of deity, a warm faney and
strong affections join their combined powers,
to push the mind forward into enthusiastic
raptures. All the faculties of the soul being
then upon the stretch, naturat ability holds the
place, and, in some sort, doth the office, of
divine suggestion. And, bating the impure
mixture of their fond and senseless fraditions,
ene is not surprized to find a strong resem-
blance, oftentimes, in point of senfiment, be-
twixt these pagan odes, and the genuine in-
spirations of Heaven. Let not the reader be
scandalized at this bold eomparison. It affirms
no more, than what the gravest authors have
frequently shewn, a manifest analogy between
the sacred and prophane poets; aml which
" supposes only, that Heaven, when it infuses its
own light into the breasts -of men, doth not
extinguish that which nature and reason had
before kindled up in them, It follows, that
either swcceeding poets are not necessarily to
be accused of stealing their religious sentiments
from their elder brethren, or that Orpurus,
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Howmzr, and CarriMacrus nay be as rea-
sonably charged with plundering the sacred
treasures of Davip, and the other Hebrew:
prophets, - .

It is much the same with the illasions of
corrupt religion. The fauns and nymphs of
the ancients, holding their residence in sha-
dowy groves or caverns, and the frightful
- spectres of their Larvae: to which we may .
oppose the modern visions of fairies; and of
ghosts, gliding through church-yards, and
haunting sepulchres; together with the vast
train of gloomy reflexions, which so naturally
wait upon them, are, as well as’ the juster
notions of divinity, the genuine offspring of
the same common apprehensions. Reason,
when misled by superstition, takes a certain
route, and keeps as steadily in it, as when
conducted by a sound and sober piety. There
. peeds only a previous conception of unseen
intelligence for' the ground-work; aend the
timidity of human nature, amidst the nameless
" terrors, which are everywhere presenting them-
gelves to the suspicious eye of ignorance, easily
builds upon it the entire fabrick of superstitious
thinking. With the poets all this goes under.
the common name of ReLiGION. For they aré
concerned only to represent ‘the opinions and
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conclusions, to which the idea of divinity
leads. And- tliese, we now see, they derive
from their own ezperience, or the received
theology of. the times, of which they write,
Religious sentiments being, then, amiversally,
either the obvious deductions of human reason,
in the easiest exercise of its powers, or the
Phain -matter of simple observation, regarding
what passes before us in real life, how can
they but be the same in different writers, .
though perfectly original, and holding no
corresponderice with each other?

‘2. And the same is true of our moral, as
religious sentiments, Whole volumes, in-
deed, have been written to shew, that all our
commonest notices of right and wrong have
been traduced from ancient tradition, founded
on express supernatural communication. With.
writers of this turn the gromae of paganism,
even the slightest moral sentiments of the most
original ancients, spring from this source. If
.any exception were allowed, one should sup-
pose it would be in favour of the father of
poetry, whose writings all have agreed to set
up as the very prodigy of human invention,
And yet a very learned Professor! (to pass ovep

- 1 Pr. Duport,
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many slighter Essays) hath. ¢ompiled -a.large
work of Homer’s moral parallelisms ; that is,
ethic sentences, confronted with similar ones
. out of sacred writ. ~ The correspondency, i
seems, appeared so striking to this learned
person, that he was in doubt, if this' great
original thinker had not drawn' frem, the foun-
tains of Siloam, instead of Castalis.. 'Wheveas
the. whole, which these studied collections
prove to plain sense, perverted by no bies of
false zeal or religious prepossession, is, that
reason, or provident nature, has incribed the
same legible characters of soral truth on all
minds; and that the. beauties of the moral, as
natural world lie. open to the view of all ob-
servers. This, if it were not too plain to need
insisting upon, might be further shewn from
the similarity, which hath constantly been
observed in the law and moral of all states and
countries; as well the umnformed and far
distant regions of barbarism, as those happier
climates, on which, from the neighbourhoeod
of their situation, and the curiosity of inquiry,
some beams of this celestial light may be
thought to have glanced.

3. For what concerns -the class of oecgno-
mical sentiments; or such prudential conclu-
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sione, as offer themselves.on certain conjuité:
" tures of ordinary life, these, it is plain, de-
pending very much on the free exercise of our
reasoning powers, will be more variable and

* uncertain, than any other. When the mind
s at leisure to cast about and amuse itself with

reflexions, which- no characteristic quality
dictates, or affection extorts, and which spring
" from np preconceived system of moral or reli-
gious opinions, a greater latitude of thinking
is allowed ; and consequently any remarkable

correspondency of sentiment affords more room

" for suspicion of imitation. Yet, in any sup-
posed combination of circumstances, one train
of thought is, generally, most obvious, and
occurs soonest to the understanding; and, it
. being the office of poetry to present the most
Ratural appearances, ome cannot be much
surprized to find a frequent coincidence of
-reflexion even here. The first page one opens
in any writer will furnish examples. The
, duke in Measure for Measure, upon hearing
some petty slanders thrown out against himself,

falls into this trite reflexion :

. No might nor greatness in mortalitjj
Can censure ’scape : back-wounding calumny
The whitest virtue strikes.
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- Friar Lawrence, in Remeo and Juliet, ob-
" serving the excessive raptures of Romeo on his -
marriage, gives way to a sentiment, mtumlly
suggested by this circumstance :

These violent delights have violent ends,
- And in their triumph die.

Now what is it, in pi'ej‘udice to the origi-
nality of these places, to alledge a hundred or
a thousand passages (for, so many it were,
perhaps, wot impossible to accumulate) ana-
logous to them in the ancient or modern
poets?  Could any reasonable critic mistake

these genuine workings of the mind for in-

stances of imitation P

. In Cymbeline, the obsequies of Imogen eare
celebrated with a song of triumph over the
evils of human life, from which death delivers
us: - ‘

Fear no more the heat o' th’ sun,

Nar tJu furzow winter's rages, &c.

, What a temptation this for the parallelmt
to shew his reading! yet his incomparable
editor observes slightly upon it: ¢ This is the
“ topic of consolation, that nature dictates to
“all men on these occasions. The same
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“ farewell we have over .the dead body in’
“ Lucian; TEKNON A®AION, OYKETI
- AIYHZELZ, OYKETI IIEIN HZEIZ, &c™ |

‘When Valentine in the Twelfth-night re-
- ports the iticonquerable grief of Olivia for the
loss of a brother, the duke observes upon it,

0! she that hath a heart of that fine frame
To pay this debt of love but to a brother,
How will she love, when the rich golden shaft

- Hath killed the flock of all affections else
That live in her ?

- "Tis strange, the critics have never accused
the poet of stealirig this sentiment from Te-
rence, who makes Simo in the 4ndrian reason
on his son’s concern_for Chrysis in the same
manner :

Nonnunguam conlacrumabat placuzt tum id-
mihi.

Sic cogitabam : hic parvae consuetudinis

Causd h’ujus‘mortem tam fert fumiliariter :

Quid si ipse amdsset ? Quzd mzhz hic fac&et ,
patrc 2

It were easy to’ multiply examples, but I
~ spare the reader. Though nothing may seem,
at first sight, more inconstant, variable, and
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upnelous, than the thouvht of man, yet he

- will easlly collect, that ckaracter, passion,

system, or circumstance can, éach in its.turn,
by a secret yet sure influence, bind its extra-’
vagant starts and sallies ; and effect, at length

as necessary a- conformlty in the representatlcm
of these internal movements, as of the visible
phaenomena of the naturel world. A poor.

'lmpovenshed spirit, who has no sources of

invention.in himself, may be tempted to relieve

- his wants at the expence of his wealthief

neighbour, But the suspicion, of real ability,
is childish, Common sense directs us, for the
most part, to regard resemblances in .gréjat :

_ writers, not as the pilferings, or frugal acqui-

sitions of needy ar#, but as the honest fruits
of genius, the frée and liberal bounties of un-
envying nature. - = -

III. "Having leirned, from our own con-
scious reflexion, the secret operations of rea-

" _son, character, and passion, it now remains

to contemplate their effects in visible appear-

ances. For nature is not more regular and -

consistent with herself in touching the fine

and hidden- springs of humanity, than in or-

dering the outward and grosser movements.

The thoughts and affections. of men paint
VOL. II. ' x
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ibemselves on the countenance, stand Jorth
m atrs and ‘attitiides ; "ind “declire’ thefnselVes
m all t'he dlversxtres of human achon. ‘This'is

a "new ﬁe'fd for 1 mumc gemus "to h‘mge in;'a

. great and‘g]or!ous one, “and which “affords the
nob‘iest ‘and’ most mterestmg objects of imita-
“tion. For the external forms’ themselves ate
0r5teful to the “fancy, dnd, "as Bemg expressive
of deszgn, warm and agitate’ the hear¢ with
fpassu;n. "Hence’it is, tHat ‘Hartative poéh‘y
Whlch draws manklnd under every 'appar%mt
mmd And even’ the dramfmc, e 'Know, is
“éool ‘and” lifeless, ‘and loses half"its”efficacy,
“without action. "This, too, is’ the’ prbvinéé'of
pzcture, slatuary, and all”’ arts, which’inform
“by mute signs. “Nay, 'the” mute ‘afts may be
styled, almost without a ﬁgure, in this ¢fass
of zmztatcon, the most eloquent For what
“words ¢ can express ails “and aﬁzlude.s, ‘tike the
o ‘p'énml? br, when ‘thé géitius of 'thé artists is
equal who éan’ doubt of giving {he’ preference
o tbat representatlon, ‘which,” stnkmg on the
" slght grows altnést into reahty, and is hardly

| eonsxdered by the mraptured thought as’ fic-
“tibn ? “When'passion'is to be tade known by

out“ard act, Homer himself yields the palm
“to I{upl:ae
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~ -But our hiusivess :js.with the poets. And,
in ‘Teviewing . this ; their largest and most fa-
-voured. stock. of smaterigls, can we do better
-than «¢antemplate :them in the, very order, in
«which we:before disposed the workings of the
:minth itself, the causes of these appearances ?

+ 1.-{Thchegin with the gffections. They have -
-their irise, .as' was . observed, from,the very
.constitulion.of human. nature, when placed in

- -given circumstanices,.and acted upon by certain
.occurrences. -{The perceptions of these inward
-commetions..are ,uniformly; the sgme, in. all;
.and.draw. along with them the same, or similar
.sentiments and. reflexions. Hence, the appeal
.is.made to.every one’s :own, conscioysness,

schich ,declares. the truth or .falshood. of the .
-umitation. ‘When these. coymmotipns are pro-
iduced and. made. objective to sénse by visible
.signs, .is observation a mqre fallible guide,
than conscioysness ? Or, doth experience
. attest these signs.to be less similar and uni-

. «form, .than their. occasions?" . By no means.

- #¥Take a.man under the.impression of joy; fear,

+ grief,. or any other of the stronger affections;

-apd see, if a peculiar conformation of feature,

.some certain .stretch of .muscle, or contortion

. of limb, will not necessarily follaw, as the

"+ glear. and ugdoubted .index of bis. condition,
2

\
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Our natural curiosity is ever awake "and atten-
tive to these changes. - And ‘poetry sets herself
at work; with eagerness, to catch and tran-
scribe their various appearances. ~No .:cor-

- respondency of representation, then, . needs
surprize us; nor any the exactest resemblanece
be thought strange, where the object is equally
present to all persoms. For it' must be re-
marked of the visible effects of minp, as, be-
fore, of the phaenomena of the material world,
that they are, simply, the objects of observa-
tion. So that what was concluded of these,
wil hold also of the ofkers ; with this. differ-
ence, that the effects of internal movements
do not present themselves so constantly to the
‘eye, nor with that un‘i/brmity’i appearance,
as permanent, erternal existencies. We can-
not survey them at pleasure, but as. eccasion
offers: and' we, farther, find' them diversified
by the tharacter, or disguised, in some degree,
by the artifice, of the persons, in- whom we
observe them. But all the - consequence is,
that, to succeed in this work eof painting the,
signatures of ‘internal affection, requires a
larger éxpérience, or quicker penetration, than'
copying after still life. "Where the proper .
" qualifications are pessessed, and especially in
deseribing the marks of vigorous affections,
different’ writers cannot be 'supposed to vany.
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more considerably, in this province of imita-
¢ion, than in the other. Our trouble therefore,
on this head, may seem to be at an end. Yet
it will be expected, that so general a conclusion
be inforced by some ilustrations.

The passion of LoVE is one of those affec-
tions, which bear great sway in the human
nature. Its workings are violent. And its
effects on the person, possessed by it, and in
the train of events, to which it gives occasion,
conspicuous to all observers. The power of
this commanding affection hath triumphed at
all times. It hath given birth to some of the
greatest and most signal transactions in history;
and hath furnished the most inchanting scenes
_ of fiction. Poetry hath ever lived by it. The
modern muse hath hardly any existence with-
out it. ~Let us ask, then; of this fyrant pas-
sion, whether its operations are not too familiar
to sense, its effects too visible to the eye, to
make it necessary for the poet to- go beyond
himself, and the sphere of his own observation,
for the original of his descriptions of it. .

-To mrevent all cavil, let it be allowed, that
the signs of this passion, I mean, the visible
effects in which it shews itself, are various and
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almost’ itifinite, It is reproached above® aﬂ"
others, with ‘the naines of capricioks, fantustie,
and' unreasonable. "'No' wondéf thén, if it
assuime dii° dhillbss vatiety of forms) and dédhi
impatient, as it were, 63' any’ ceértain shapé or
posture. Yet this Proteus of a passion may '
be fixed by thé magit hand of the poet.
Thoug‘h it' cdd dtcasiohally taMle: alfy yet it
délights to be séen i sotise shapes, more than:
othérs. Sote’ of its effects aré Known: and
obvious, and dre perpétljaﬂy recurring to ob-
servatlon And these ate éver ﬁttest to the
énds of poetry 5 dvery man préwouncing ef
such représentatidns’ from' his propér expe-
rience, that théy dre from natdre. Nay s
Very irrégulirities masy be rédweed 6 rale.
Thire is riot, in' anfiquity, 4 trier picture of
fiis fond and froward passion, thdn id givew
5 in the person of Terence’s PhdedFia from
Meniander. Horate ind Persins, when they
det thémselvés, on ptirpose, tb €kpose ardd
btaggetate its follies, cotild imdgine nothlﬂg
béyond it: Yet wé have mich the saitie in-
consistentt ¢hatdcter iti Juira in The twvd Geén-
tlemen of Verona. -
. [ J

Shall it be fiow faid, that Shtkespear copled
fotn Terehce, ds Tererite froth Menarider?
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.

-Or is it not as plam to common sensg, that
the Englxsh pqet' is orvgmal as tl}at the Latzn:

poet was an imitator ?

Shakespear, on, ar;other qccasnon, descrl
the various, external symptoms of thxs extra-
vagant aﬂ'ec.tlon. Amongst others, he msmts,

there is no surer swg of bemg in love, “ th(m;

““ when, every tJnng about. you demons{rates a

“ careless desolatign.? [As you like zt A'

iii. Sc. 8.] Suppasg now the poet to Thave

t%ken in hand the story of a neglected aban-'

doned lover for ingtance of Arladne a story,
which ancient poetry took 2 pleasure to relate,
and which hath. been tpuched w1th mhmte

grace by the tender, passxonate muse of Ca-
tullus and vad Suppose him to give a pour-

trait of her passion in that distressful moment -

when, « from the naked beach, shg views the
“ parting sail of T keseus This was a time
for all the signs of desolation to shew them-
selves And could we doubt of his descrxbmo
those very signs, which natyre’s self clnctated

.....

Mm ﬂavo retinens subtilem vertice mitram,
Non contexta levi velatum pectus amictu,
Non tereti strophio luctantes vincta papillas ;
Omnia quae toto delapsa & corpore passim
ITpsius ante pedes fluctus salis aliudebant. -
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* But ther¢ is a higher instance in view. The
humanity and easy elegance of the two Latin

_ poets, just mentioned, joined to an unaffected

na.weté of expression, were, perhaps, most
proper to describe the petulancnes, the capnces,‘
the softnesses of this passion in common life.
To paint its tragic ahd more awful distresses,

to melt the soul into all the sympathies of sor-

row, is the peculiar character of Virgil's poetry.
His talents ‘were, indeed, universal. But, I
think, we may give it for the characteristic of
his muse, that she was, beyond all others,
possessed of a sovereign power of touching the
tender passions. Euripides’ self, whose genius
was most resembling to his, of all the ancients,
holds, perhaps, but the second place in thls
Pralse. )

A poef, thus accomplished, would omit, we
may be sure, no occasion of yielding to his
natural bias of recording the distresses of love,
He discovered his talent, as well as inclination,
very early, in the Bucolics; and even, where
one should least expect it, in his Georgics.
But the fairest opportunity offered in his great
design of the Aeneis. Here, one should sup-

se, the whole bent of his genius would exert
itself. And we are not disappointed. I speak
not of that succession of sentiments, reflexions,
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and expostulations, which flow, asin a con-
tinued stream of grief, from the first discovery
of her heart to her sister, to her last frantic
and inflamed resentments. These belong to
the former article of ‘internal movements : and
need not be considered. My concern at. pre-
sent, is with those visible, external indications,
the sensible marks and signatures (as expressed
in look, air, and action) of this tormenting
frenzy. The history of these, as related in the
narrative part of Dido’s adventure, would com-
prehend évery natural situation of a person,
under love's distractions. And it were no un-
pleasing amusement to follow and contemplate
her, in a series of pictures, from her first
-attitude, of hanging on the mowth of Aeneas,
‘through all the gradual excesses of her rage,
to the- concluding fatal act of desperation.
But they are deeply. imprinted on every school-
boy’s memory. It need only be observed,
that. they are such, as almost necessarily spring
up from the circumstances of her case, and
which every reader, on first view, as agreeing
to his own notices and observations, pronounces
natural. ‘

It may seem sufficient, therefore, to ascribe
these pourtraitures of passion, so suitable to-all
our expectations, and in drawing which the
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genius of: the great; ppet sp eminently excelled,
to the originel hand and design of Virgil. But
the perverse humoup of criticism, occasioged -
hy, this inveterate prejudice “ of taking all re-

- sgmblances- for thefts,” will allow no sugh,
thing. Before it will decide of. this matter,. -
every ancient writer, who but incidentally.
touches a loveradvemture, must be sought out
and brought in evidence against him. ' And
finding that Homer hath his. Calypso, and
EBuripides apd Apollowiys their Medea, it
adpudges the entire epispde to be ‘stolen by. -
piece-mesl, and patched wp out of their
writings. I have a'learmed critic now before
me, who noundly assests, “ that, but for the
“ Argonautics, there bad been no fourth baok: -
« of the Aemeis™.” - Some traits of resemblance
there ave. It could mot be otherwise. But
all the use a candid reader, who comes to hig
author with the true spirit of a critic, will make
of them, is to shew,  how justly the pget
“ gopies mature, which had suggested similap

' & repregentations to his predecessars.”

What is here concluded of the softer, mm‘-;
not but hold more strongly of the boisterous

o Jeremins  Horustinus, Prolegom. adi dpollor.
Bhodium, - ) :
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pussidnsx THese do not shelten, and cdnceal
themselves: within: the man. It is: particularly;,
of their nature;. to stand' forth, ‘and: shew
themselves in outward: actions. Of the more.
illustrious effects of. the ruder passions the
; chief are contentions and wars—vegum & po-
pulorum aestus; which, *by reason of the
grandear of the subjeet, and its importint
consequenies; so fitted to strike: the thought,
and fire the affections of the reader,. postry, 4
mean the highest and sublimest- species of #,
chuses: principally to deseribe. In the conduet.

" of such description, some difference will arise
from the instruments in wse for anmoysmce of
the enemy, emd; in genetal, the state of art
military ; but the actvating passions of rage,
ambitiom, = émulation, thirst of honour, re-
venge; &e. ate mvariably the same, and are
constantly evidemced by the same external
foarks or characters. The shocks of armies,
- - dingle cormbats ; the .chances and singularities
of either ; wounds, deaths, stratagems; and
the other attendants. on battle, which furnish

out the state and magnificence of the e¢pic
inuse, are, all of them, fixed, determinate
objects’; which leave their impressions on the
mind of the poet, in as distinct and uniform
chatdcters, as the great constituent parts of the
thaterial utiverse itself. He hath only to look
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abroad into life and action for the model of
all such representations. On which acceunt
.we can rarely be certain, that the picfure is

not from nature, though an exact resemblance .

give to superficial and unthinking observers the
suspicion of art.

- "The same reasoning extends to all the phae-
nomena of human life, which are the effects
or consequences. of stromg affections, and
which set mankind before us in gestures, looks,
or actions, declarative of the inward sugges-

“tions of the heart.. It can seldom be affirmed -

with confidence, in such cases, on the score
of any similarity, that one representation imi-

tates another; since an ordinary attention to

the «wame common original, sufficiently ac-
- counts for both. The reader, if he sees fit,

will apply these remarks to the battles, games, -

travels, &c. of a great poet; ‘the supposed
sterility of whose genius hath been charged
with serving itself pretty freely of the- coplous,
mexhausted stores of Homer In sum;

Quicquid agunt kommes, votum, timor, ira,
voluptas, -

Gaudia, &c.

Whatever be the actuating passion, it cannot

but be thought unfair to suspect the artist of
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jmitation ; where nothing more .is pretended -
than a resemblance in the draught’ of similar
effects, which it is not possible to avoid.

2. If this be ‘comprehended, I shall need to
say the less of the MaNNERs; which are net
less constant in their effects, than the passions.

“When- the character of any person-hath béen
‘signified, and his situation described, it is not
-'wonderful, that twenty different writers shoud

hit on the same attitudes, or employ himin

the same manner. When Mercury is :sent to
command the departure of Ulysses from Ca-
“lypso, our previous acquaintance with the -
hero’s character makes us expect. to find him
in the precise attitude, given to hym by thie
poet, “ sitting in solitude on the sea-shore, and. "
“ casting a wishful eye towavds Ithaca.” O,
when, in the Iliad, an embassy is dispatched
to treat with the resentful and’ vindictive, bat
brave Achilles, nothing could be more obvious-
~ than to draw the pupil of Chiron in his tent
“ soothing. his-angry soul with his harp, and
“ singing '

« Tk immortal deeds of heroes and of kings.”
It was the like, attention to nafure, which led

Milton to dispose ‘of ' his fallen angels after
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tthe: manner, deseribed .in -the second, baqk 9f
Paradise lost. '

To multiply instances, when every poet in
cevery page is gt band to-furnish . them, were
segregioustrifling. :In all cases of this sort,.the
.&nswn character, in - conjungtien ..with -the
roircumstances .of the person deseribed,.(leter-
. :enines the, partionlan action or employment, for

ithe: mest part, so.abselutely,:that fit, raquices
1dome industry ta,mistake it. .In saying whigh,
I xdo-not forget, what; mapy have, perhaps,
-been ready to .abject ta me Jang, since, . that
¢, what 4s .netunal is  not therefore of necessity
4 bbpious : Alkthe amaring dights of Homer's
+ %,0or Shakespear's fangy are,found -agreeahle.to
 %inature, -when contemplated by the- capable
% redader ; . hut.who -will say,. that, thesefore,
' # they must hawve. presented themselyes so the
- ¢ generality: of writers ? The office. of jydgment
- ¢ is one thing,. and of inwendion, ‘another.”

+ Prpperly :speaking, what we e¢all invention
in poetry is, in respect of the matter of it,
simply, observation. And it is in the arrange-
ment, use, and application of his materials,
+ pot in the investigation of them, that the exer-.

.cise of the poet’s genins prircipally consists.
In the case-of immediate and* direct imagery,
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yeltich'ds (the subjeét’ dt”present, “néthing more

is requisite, “than'to ' paint -truly, ‘'what natute

presents to the eye,’ or common sense suggests
“to ‘¥he 'witid of 'the “writer. - ‘A Vivicity of

‘thouphit' will,"indedd; "be’ netessary to-run” over

‘the’ deeral ‘citcitstatices of dny appettrance,
“#mid a jubt’ discerniment will’be ‘wanting, out
“bfca" mamber, tosélect sach’ peciliarcircam-
“btarices, ‘as ' ate “mrost *ddapted ‘to strike *the .
“itdgination. 'It'is mot’thertfore pretended,
“ that the same images mast occur to all.” ~Slug-
- gish, unacfive ‘understandings, which'seldotn
“look " abréud ihto living nature, or, ‘when they

'do, ' have not 'curiosity ‘or vigour enough- to
‘Hirect their uttehtion to ‘the hicer particilarities .
“of ‘her’ beauties,’ will'unaveidably overlook the
“cothmonést appearancées: Or, ‘wanting  that
“‘just- perception of what is' béatetiful, which we
* call tdste, will 4s often ‘thistake’ in‘the choice
- of those’ ¢irctithstances, ‘which they may have
“ happefied to contemplate. “But quick, ~ per-
“‘ceptive, intelligent minds (and of such only I

“'¢an be thought to ‘speak) will “hardly fail of
“’seéing nature in the same light, and of roting
"the sime “distinct’ féatures' ‘and - proportions.
“The superiority of Homer and -Shakespear to
" other poets doth not lie'in their discovery of
" pew sendiments or images, but in the forceable
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. mannef, ‘in which their sublinre genius taught
them to convey and i 1mpress old ones.

. And to inforce what is- here sald of the fa-

o mzlzarzty of this class of the poets materlals,

one may, 'further, appeal to the -case of the
_other mimetic arts, which have no assistance
. from narration. Certain gestures, . looks or
. attitudes, are so 1mmed1ately declarative of
the mternal actuating causes, that on the”
slightest view of the picture or statue, we -
collect the real state of the persons represented.
This figure, we say, strongly expresses the -
passion of grief; that, of anger; that, of
joy, and so of all the other affections. Or,
again, when the particular passion is charac-
terized, the general temper and dlsposmon,
which we call the manners, is clearly dis-
cernible. - There is a liberal and graceful air,
which discovers a fine tenrperature of the
affections, in one; a close and sullen aspect,
declaring a narrow contracted selfishness in .
another, In short, there is scarcely any mark
or feature of the human mind, any peculiarity
of: disposition or character, - which the.artist
does not set off and make appear at once, to
the view, by some certain turn or cozgfbrmatwn
of the outward figure. Now thls eﬁ'ect of his
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art would be impossible, were-it not, that
regular and constant observation hath found
such erternal signs consociated with the cor-
respondent infernal workings. A heaven
overkung with clouds, the tossing of waves,
and intermingled flashes-of lightning are not
surer indications of a storm, than the gloemy
Jace, distorted limb, and indignant eye are
- of the outrage of couflicting passion. ‘The .
simplest spectator is capable of observing this.
And the artist ‘deceives himself, or wotld
reflect a false honour on his art, who sus-
pects there is any mystery in making such
discoveries. - :

It is true, some great ‘painters have thought
it convenient to explain the design of their
works by inscriptions. We find this expe-
dient to have been practised of old by Poly-
gnotus, as may be gathered from,the description
given us, of two of his pictures by Pausanias ;
and the same thing is observable of some of
the best modern masters. © But their intention
was only to signify the names of the principal
persons, and to declare the general scope of
-their pictures. And so far this usage may not
be amiss in large compositions, and especially
on new or uncommon subjects. But should
an artist borrow the assistance of words to tell

YOL.II. . . M
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us the meaning of airs and attitudes, and to

interpret to us the erpression of each figure, .

sach ‘a piece of intelligence must needs be
thought very impertinent; since they must be
‘very unqualified to pass their judgment om
works of this sort, who had not, from_their
awm observation, collected the visible signs,
usnally-attendant on any character or passions
.and whom therefore the representation of these
signs, would not lead to a certain knowledge
of the character or passion intended.

Nay there is one advantage which painting ~
hath, in this respect, over narration, and
even poetry itself." For though poetry repre-
sent the same objeets, the same sensible marks -
of the internal movements, as painting, yet it
doth it with less particularity and exactness,
My meaning will be understood in reflecting,
that words can only give us, even when most
_expressive, the general image. The pencil
touches its smallest ‘and minutest specialitves.
And this will explain the reason why any re-
markable correspondency of air, feature, atti-
tyde, &c. in two pictures, will, commonly
and with good reasom, convict one or both of
them of imitation : whereas this conclusion is
by no means so certain from a correspondengy
of description in two poems. For.the odds are
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prodigious against such exactiiess of simrilitude;
when the slightest trace of the pencil forms a
sensible difference: But poets, who do tot .
convey ideas with the same pvecision apd: dis-
tinctness, cannot be justly liable to this impu~
tation, even where the.general image! tepre-
sented happens to be the same.~ Vitgil, one
wounld think, on a very affecting .occasion,
might have given the following repl‘esenthtlon‘
of his hero, T o

Multa gemens lar!roque humectat ﬂumme
vultum,

without any suspgcion of .communicating with .
Homer, who had said, in like manner, of his,

"Igate Sanpuyiwy, dse xpn'm ptadvodp@.

- But had two painters, in presenting this
image, agreed in the same particularities of pos-
ture, inclination of the head, air of the face,
&c. no otie could doubt a moment, that the
one was stolen from the other. Which single
obsetvation, if attended to, will greatly abate
the prejudice, usually entettained on this sub-
ject. We think it incredible, amidst the irf
nite diversity of the poet’s materials, that any
two. should accord in the chaice of ths very
. same; more especially when described with
_ the same circumstences: But we farget, that
MS '
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the same .materials are left in common to aif
poets, ‘and that the very circumstances, al-
ledged, can 'be, in words, but very generally
and imperfectly delineated.

‘3, Of the calmer sentiments, which .come
within the province of poetry, and, breaking
forth into outward act, furnish matter to de-
‘seription, the most remarkable in their opera-
tions are those of religion. It is certain, that
the principal of those rites and ceremonies,
_of those outward acts of homage, which have
prevailed in different ages and countries, and
constituted the public religion of mankind,
. had their rise in our common nature, and were
the genuine product of the workings of the
~ human mind®. - For it is the mere illusion of
this inveterate error concerning imitation, in
general, which hath misled some great names
to imagine them traductive -from each other.
But the occasion does not require us to take
the matter so deep. The office of poetry, in
describing the solemnity of her religious ritual
is to look no farther, than the establighed
modes of the age and country, whose manners
it would represent. If these should be the.

same at different times in two religions, or the

n.Div, Leo. vel ji. par. 1. p. 355, ed. 1741.
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réligion itself continue unchanged, it neces-
sarily follows, that the representatlons of uxem
by different writers will agree to" thé mmutest
resémblaice: Not only the  general rite or’
ceremony will be  the same; but the very pe-
culiarities of its performance, which are pre- .
scribed by rule, remain unaltered. Thus, if
rel:gwus sentiments usuaﬂy express them-' .
selves, in all men, by a certain posture of the
body), direction of the hands, turn of the
countenance, &c. these signs are umformly
~ and faithfully pictured in all devotional pour-
traits. - So again, if by the genius of any par-
ticular religion, to which the poet is carefully
to adhere, the practice of sacrifices, auguries,
omens, lustrations, &c. be required in its
established ceremonial, the -draught of this
diversity of superstitions, and of their minutest
particulars, will have a necessary place in any
work, professing to delineate such religion;
whatever resemblance its descriptions: may be-
fox'eseen to have to those of any other.

The reader will proceed to apply these re-
' marks, where he sees fit. For it may scarcely
seem worth while to take notice of the insinua-
~ tion, which a polite writer, but no very able
¢ritic, hath. thrown out against the entire use
of religious description in poetty. - I say the
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entire yse ; for so I understand him, when he

53y8, ¢ the religion of the gentiles had been
s¢ wov;en into the conptexture of all the ancient
“ poetry with a very agreeable mixture, which
g ‘made the moderns aﬁct to give that.of
« Christianity a place also in their poems®.” .
He _seems not te have. conceived, that the vi-
sible effects of religious opinions and disposi-
tions, constitute a principal part of what is
mest striking in the sublimer poetry. The
nairratiye species delights in, or rather cannot
subsist without, these solemn pictures of the
religious ritual ; and the theatre is never more
moved, than when its awful scenery is exhi~
bited in the dramatic. Or, if he meant this
censure, of the intervention of superior agents,
and what we call machinery, the observation
(though it be seconded by one, whose profes-
sion should have tayght him much better?) is
not more to the purpose. For the pomp of
the epic muse demands to be furnished with a

o Sir WiLLiam Temrre's Works, vol. i. p. 245. ed.
1740. fol.’
) P “ La machine du merveilleuy, Uintarvention d'un pou

¢ voir céleste, 1a nature des episodes, tout ce qui depend
« de la tyrannie de la coutume, & de cet instingt qui op
“ nomme golit; voild sur quoi il y a mille opinions, &
“ poing de régles yinirales.” M. pE Vorraire, Essaye
sur la poésie Epique, chap. i.




PORTICAL - IMITATION. | 167 ~

‘train of these celestial ‘personapes. Intending,
as she doth, to astonish the imagination with
whatever is most august within - the: ¢compass
of human thought, .it is not po¢s1ble for- her
‘to accomplish this great end, but by the” mi-
nistry of supernatural mtelllgences, PER AM-
BAGES ET MINISTERIA DEORUM.

Or, the proof of these two points may be
given more precisely thus: ¢ The relation of
“ man to the deity, being as essential 'to his
% nature, as that which he bears to his fellow-
% citizens, religion becomes as necessary a
¢ part of a serious and sublime narration of
* human life, as civil actions. And as the
¢ sublime nature of it requires even virfues
“ and vices to be personified, much more is it .
“ necessary, that supernatural agency should
“ bear a part in it. For, whatever some secfs -
 may think of religion’s being a divine phi-
' “losophy in the mind, the poef must ex-
. “ hibit man’s addresses to. Heaven in cere-
* monies, and Heaven’s intervention by visible

“ agency.”

So that the intermixture of religion, in every |
point of view, is not only agreeable, but
necessary to the very genius of, at least, the
highest cldss of poetry. Ancients and moderns
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might therefore be led to the display of this
sacred scenery, without affectation. And for
what concerns Christian poets, in particular,
we see from an instance at home (whatever may
be the success of some Italians, whom he ap-
pears to have had in his eye) that, where the
subject is. proper to receive it, it can appear with
as much grace, as in the poets of paganism. It
may be concluded then, universally, that re-
ligion is the proper object of poetry, which
wants no prompter of a preceding model to -
give it dn introduction; and that the forms,
" under which it presents itself, are too manifest
and glaring to observation, to escape any
writer. '

The case is somewhat different with what
I call the maral and oeconomical sentiments,
.These operate indeed ‘within, aud by their busy
and active powers administer abundant matter
to poetic description, which alone is equal to .
these unseen workings. For their actings on
the body are too feeble to produce any visible
alteration of the outward form. Their fine
~ and delicate movements are to be apprehended
only and surveyed by conscious attentive re-
flexion. They are not, usually, of force
enough to. wield the machine of man; to dis-
compose his frame, or distort his feature: and



POETICAL IMITATION. 169

20 rarely come to be susceptible of picture or
representation. One may compare the subtle
operations of these sentiments on the human
form, to the gentle breathing of the air on the-
face of nature. Its soft aspirations may be
perceived ; its nimble and delicate spirit may
diffuse itself through woods and fields, and its
pervading. influence cherish and invigorate all
animal or vegetative being. Yet no external
signs evidence its effects to sense. It acts
invisibly, and therefore no power of imitation
“can give it form and colouring. Its impulses
must, at least, have a certain degree of strength:
it must wave the grass, incline trees, and
scatter leaves, before the painter can lay hold
of it, and draw it into description. Just so
it is with our calmer sentiments. They sel-
dom stir or disorder the human frame. They
spring up casually, and as circumstances con-
cur, within us; but, as it were, sink and die
away again, like passing gales, without leaving
any impress or mark of violence behind them.
In short, when they do not grow out of fizred
characters, or are prompted by passion, they
do not, 1 believe, ever make themselves visible,

* And this observation reaches as well to event
and action in life, as to the corporal figure of
the person in whom they operate. The senti- -
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ments, here spoken of, however natu:rarlly or
even necessarily they may occur to the mind
on certain occasions, yet have seldom or never
any immediate effect on consequent action.
And the reason is, that we do not proceed tb
act on the sole conclusions of the under-
-standing ; unless such conclusions, by frequent
meditation, or the co-operating influence of
some affection, excite a ferment in the mind,
and impel the will by passion. Such moral
aphorisms as these,  that Sfriendship is the

“ medicine of life," and, < that our country,

<« as including all other interests, -claims our
“ first regard,” though likely to obtrude
themselves upon us on a thousand occasions,
yet would never have urged Achilles to such a
train of action, as makes the striking part of
the Iliad; or Ulysses, to that whlch runs
through the intire Odyssey; if a strong, in-
stinctive affection in both had not conspired to
produce it. When produced therefore, they
are to be considered as the genuine conse-
quences, not of these moral sentiments, taken
simply by themselves, but of strong benevo-
lence of soul, implanted by mature, and
strengthened by habit. They are properly
then, the result of the manners, or passions,
which have been already contemplated. Our
_sentiments, merely as such, terminate in
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thémeelves, and furnish no external apparent

matter to description.

The same conclusion would, it must be

owned, hold of our relzg“tous, as moral senti-
" ments, weré we to regard them only in this

view of dispassionate and cvol reflerions. For
such reflexions produce no change of feature,
no alteration in the form or countenance, nor
are they necessarily followed by any sensible
demonstration of their power in outward ae-
tion. But then it usually happens (which sets

‘the .widest difference between the twao cases)

that the .one, as :espe'cting an object, whose
very idea interests strongly, and puts all our

faculties in- motion, are, almost of necessity,
.associated with the impelling causes of affec-

tior; and so ‘express themselves in legible signs
and characters. Whereas the other sentiments,
respecting human nature and its mecessities,
are frequently no other than a calm indifferent
survey of common life, unattended with any
emotion or inciting principle of action. Hence
redigion, inspiriting all its meditations with
enthusiasm, generally shews itself in autward

signs; whereas we frequently discern no traces,

as necessarily attendant upon morael. Which
difference is worth the noting, were it only
for the sake of seeing more distinctly the vast
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advantage of poetry, above all other modes of ems-

tation. For these, explaining themselves by

the help of natural media, which present a real

resemblance, ave able but imperfectly to describe

religious sentiments; in as mueh as they ex~

press the general vague disposition only,. and

not the precise sentiments themselves. And

in moral, they can frequently give us no iniage

or representation at all. While poetry, which
tells its. meaning by artificial signs, conveys’
distinet and clear notices of this class of moral

and religious conceptions, which afford such

mighty entertainment to the human mind.

But it serves to a further purpose, more im-~ -
mediately relative to the subggct of this inquiry.
For these ethic and prudential conclusions,
being seen to produce no immediate effect in
ook, attitude, or action, we are to regard them
anly in their remoter and less direct conse-
quences, as influencing, at a distance, the civit
and oeconomical affairs of life.

- And in this view they open a fresh field for
-#mitation; wot quite so striking to the spec-
tator, perhaps, but even larger, than ¢hat,
. into which religion, with all its multiform
supersfitions, before led us. 'For te these
nternal workings, assisted and pushed for-
ward by the wants and necessities of our nature,
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which set the inventive powers on work; are”
ultimately to be referred that vast congeries bf .
political, - civil; commercial, and mechanic
institutions, of those infinite mamgfactures,
arts, and exercises, which come in to the
relief or embellishment of human life. "Add
to these all those nameless eventsaud actioms,
which, though determined by no fixed habit,
or leading affection, human prudence, pro-
viding for its security or imterests, in certain
circumstances, naturally projects and pre-
scribes. . These are ample materials ¥or de-
scription ; - and the greater poetry necessarily
comprehends a lasge share of them. Yet in
all delineations of this sert two things are ob-
servable, 1. That in the {atter, which are the
pure result of our reasonings concerning expe-
diency, common sense, in given conjunctures,
often deads to the same measures: As when
Ulysses in Homer disguises himself, for the
sake of coming at a more exact information of
the state of his family; or, when Orestesin
Sophocles does the same, to bring about the
catastrophe of the Electra. 2. In respect of
the former (which is of principal considera«
tion) the established modes and prgctioes‘of‘
life being the proper and only archetype; ex-
perience and common observation canmot fail
of pointing, with the greatest certainty;. te
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them. - So that in the one case difierent writers
Mmay concur in treating the same matter, in the
other, they must. But this last’ will bear a
little further illustration. -

The critics on Homer have remarked, with
sdmiration, in him, the almost infinite variety
of images and pictures, taken from the intire
circle of human arts. Whatever the wit of
man had invented for the service or -ornament
of society in manual exercises and operations
is found to have a place in his writings. Rural
affairs, in their, several branches; the me-
chamic, and all the: polite arts of sculpture,
painting, and archifecture, are. occasionally
hinted at in his poems; or, rather, their va-
rious imagery, so far as they were known and
practised in those times, is fully and largely
displayed. ‘Now this, though it shew the
prodigious extent of his observation and-dilit
gent curiosity, which could search through al}
the storehouses arfd magazines of art, for ma-
terials of description, yet is not to be placed.
to the score of his superior inventive faculty s
nor. infers any thing to the disadvantage of
succeeding poets, whose subjects might oblige
them to the same descriptions; ‘any more than
his vast acquaintance with natural scenery,
. i all its numberless appearances, implies s
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want of genius iu later imitaters, who, if they
veptured,, at all, into this. province, were
constraiped 'to give us the same wunvaried
representations.

The truth, as every oue sees, is, briefly,
this. The restless and inquisitive mind of
man had succeeded in. the discovery or im-
provement of the numberless arts of life.
These, . for the convenience of method, are
considered as making a large part of those sen-
sible external efferts, which spring from our
internal sentiments or reasonings. Bat, though
they.. ultimately respect those reasomings, as
_their source, yet they, in no degvee, depend -
on the-actual exertion of them in the breast of
the poet, He copies only the customs of the
times, of which he writes, that is, the sensible
¢ffects themselves. These are permanent ob-
Jects, and may, nay must be the same, what-
ever be the ability or genius of the.copier. In
short, taken together, tﬁey make up what, in
the largest sense of the word, we may call,
with the painters, il costumeé ; which though
it be a real excellence scrupulously to observe,
yet it requires nothing more than exact ob+
servation and historical knowledge of facts tq
doit. . .
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And now having the various  objects of
poetical imitation before us (the greatest part
of which, as appears, must, and the rest may,
occur to the observation of the poet) we come
to this conclusion, which, though it may
startle the parallelist, there seems no method
of eluding, « that of any single image or sen-
« timent, considered separately and by itself,

«it can never be affirmed certainly, hardly
“ with any shew of reason, merely on aecount
«of its agreement in subject-matter with any _
“ other, that it was copied from it.” If there -

-be any foundation of this inference, it must
then be laid, not on the matter, but MANNER

~ of imitation.~ But here, again, - the subject .

branches out into various particulars; which,

to be seen distinctly, will demand a new divi-

sion, and require us to proceed with leisure
and attention through it. '

II.

The sum of the foregoing article is this.
The objects of imitation, like the smaterials of
human knowledge, are a common stock, which
experience furnishes to all men. And it isin
the operations of the mind upon' them, thet
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the glory of poetry, as of science, consists.
Here the genius of the. poet hath room to.shew
“itself; and from hence alone is .the. praise of
. originality to be.ascertained. The fondest
edmirer of ancient art would never pretend
that. Palladio had copied Fitruvius, merely
from his working with .the same ‘materials of
wood, stome, or marble, which this great
master had employed before him. But were
the general design of these two. architects the
same in any buildings; were their choice and
“arrangement of the smaller: members remark-
ably similar; were their works conducted .in
the same style, and their ornaments finished
~ in the same Zaste; .every one would ‘be apt to
pronounce on first sight, that the one was
borrowed from. the other. Even a corre-
spondency in any one. of these points might
create a suspicion. For what likelihood, amidst
an infinite variety of methods, which. offer
themselves, as to each of these particulars,
that there should be found, without design, a

signal ‘concurrence in any one? ‘Tis thenin - -

the usage and disposition of the objects of -
poetry, that we are to seek for proofs and evi-
~ dences of plagiarism.: And yet it ‘may not be

every instance of similarity, that will satlsfy

here. For the question recurs, « whether of
“ the several forms, of which his matenals »
VOL. 1I. . N
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“ are susceptible, there be noﬁhmg in the nd- .

“ ture of things, which determibes the grtist
“to prefer a particular one to all others.”

For it is possible, that general principles may
as well account for a conformity in the manner,
as we have seen them do for an identity of
" ‘matter, in works of imitation. And "to ‘thi¥
question nothing can be replied, till we have
taken an accurate survey of this second division
of our subject. -Luekily, the allusion to ar-
chitecture, just touched: upon, peints to the
very method, in which it may be most dis-
tinctly pursued. For here too, the MANNER
of imitation, if considered in its full extent,
takes in 1. The general plan or disposition
of a poem. 2. TFhe choice and application of
- 'particular subjects: and 3. The expression..

1. All poetry, as lord Bacon admirably
observes,  nihil aliud est quam HiSTORIAE
“ IMITATIO AD PLACITUM.” By which is not
‘meant, that the poetis at liberty to- conduct
his imitation absolutely in any mannér he
pleases, but with such deviations from the
rule of history, as theé end of poetry prescribes.
This end is, universally, PLEASURE; ‘as .that
of simple history is, iINFORMATION. And frem
a respect to this end, tegether with some pro-
per allowance for the diversity of ‘the- subjéct-
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! imatter, and the mode of #mitation (I mean
whether it be in the way of recital, or of
action) are the essential differences of poetry
from mere history, dnd the form or disposition
of its several species, derived. What these
differences are; and what the general plan
fn the composition of each speties, will appesr
from considering the defects of simple his-
tory in reference to the main end, which
‘poetry designs.

Some of these are observed by the great
person béfore-mentioned, which I shall want
no excuse fOr giving in his own words.

“ 1. Cum res gestac et eventus, qui verae
* historine subyuuntur, non sint ejus ampli-
“ tudinis, in qui anima humana sibi satisfa-
 ciat, praesto est poésis, quee facta magis
“ heroica confingat. 2. ‘Cum historia vera -
“. successus rerum iminime pro meritis virtutum
“ & gcelerum, narret; corrigit eam poésis, &
& exitus & fortunas, secundum merita, & ex
« lege Nemeseos, exhibet.. 3. Cum historia
“ vera, obvid rerum satietate & similitudine,
* animae humanae fastidio sit; reficit eam

. % poésis, inexpectata, & varia & vicissitudinum
“ plena canens.—Quare & merito- etiam divi-
* nitatis cujnspiam particeps viderj possit; quu

Ng.
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-
.

“ animum erigit & in sublime rapit; rerum
« stmulachra ad animi desideria accommq-
. dando, non animum rebus (quod ratio facnt
“ & historia) submittendot.”

These,advantages chieﬂy. respect the nare
rative poetry, and above ull, the Epos. There
~are others, 'still more general, and more di-

rectly to the purpose of this inquiry. For 4 - :

The historian is bound to record a series of
independent events and actions; and so, at
once, falls into two defects, which make him
incapable of affording perfect pleasure to the
mind. For 1. The flow of passign, produced
in' us by contemplating any signal event, is.
greatly checked and disturbed amidst a variety
‘and succkssion of actions. - And 2. being
obliged to .pass with celerity over each trans-
action (for otherwise history would be too te-
dious for the purpose of information) he has.
not time to draw out single circumstances in
full light and impress them with all their foree
on the imagination. Poefry remedies these
two defects. By confining the attention to
one object only, it gives the fancy and affec-
tions fair play: and by bringing forth to view
and even magnifying all the circumstances of

. T _Ds auven. Sciewnt, lib. ii. ¢. 13. . 8,

AN
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that one, it gives .to every subject its, propet
dignity and importance. 5. .Lastly, to satisfy
the:human_mind, there must not only be an

" unity and. integrity,- but a’ strfct connexion

and continuity of the fable or action ‘repre-
sented. Otherwise the mind langulshes, and
the transition of the passions, whichi gives the
chief pleasure, is broken and mterrupted The
historian fails, also, in this. By proceeding
in the gradual and orderly succession of tzme,
the several incidénts, which compose the story,
are not laid close enough together to- content
the naturat avidity of our expectations. Whilst
poetry, neglecting this regularity of succession,
and setting out in the midst of the story, gra~
tifles- our instinctive impatience, and carries

the affections:along, with the utmost rapldlty, /

A:owards tbe eveat.

"These advantages are common both to nar-
rative and dramatic poetry. But the drama,
&8 ptofessmo' to gopy real li ife, contents itself

with these. The rest belong ehtlrely to- the ‘

provmce of narration.

Now the general forms of poetical method,
as distinct from that of hlstory, are the pure
result of our conclusions concerning the expe-
dlency and fitness of these means, as conducive
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to the prdper end. of poetry. Whlch without
more words, will inform us, how it came to
pass, that the ¢rue plan or disposition of
poetical warks, was so early hit upon in prac- -
tice, aud established by exact theories; and -
may therefore satisfy us of the ‘necessary
resemblance and uniformity of all productions
of this kind, whether their authors had, or had
not, been guided by the pole-star of exqmple.

.. So much for the general forms of the two
greater kinds of poetry. If a proper allowance
be made for a diversity of subject-matter, in
either mode of composition, it will be easy, as
I said, to accoupt for-the particudar forms of
the seveml subordinate species. And I the
nather choose to do it in this way, and not
from the.peculiar end of each, which indeed
. were more philosophical, because the business
is to make appear, how nature leads to the
same general plan of compesition in practice,
not to establish the laws of each in the exact
way of theory. Now in considering th& matter
historically, the diversity of subject-matter
was doubtless fhat which first determined the
~ writer to-a different form of composition, tho'
afterwards, a-consideration of the end, accom:
plished by each, be requisite to deduce, with
‘ore precision of method, its distinct laws,
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" The latter is that from whence the speculative

critic rightly estimates the character. of every.
species; ‘but the inventor had his direction’
prlltmpally from the jbrmer \

Let me’ exempllfy the observation in an
instance under either mode of 1m1tatlon, and
leave the rest to the reader.

1. The Gronraic is a species of narration.
But, as things, not persons, are its subject '
(from which last alone the unity of design and -
continuity of action arise) this circumstance
absolves it from the necessity of observing any
other laws, than those of elear and perspicuous
disposition, and of e'nlivén'ing a matter, natu-
rally uninteresting, by exquisite expression and
pleasing digressions. '

2. The PastorAL poem may be considered
as 4 lower species of the Drama. But, its
subject being the humble concerns of Shep-
herds, there seems no room for a tragic Plot ;.

- and their characters are too simple to afford

materials for comic drawm«r Their scene is
indeed "inchanting to the 1magination. And,

- together with this, their little distresses may

sooth us in a short song; or their fancies and
humours may entertain us in a short Dialogue.



184 _ A DISCOURSE ON

" And that this is the proper province of the
Pastoral Muse, we may see by the ill" success
of "those who ‘have laboured to extend it.
Tasso’s project was admired for a time. But
we, now, understand that pastoral affairs will
not admit a tragic pathos. And the continuance
of the pastoral vein, through five long acts, is
"~ found insipid, or even distasteful. This poem
then has returned to that form which its
inventors gave it, and which the subject so
naturally prescribes to it.

II. But, though the common end of poetry,
which is to please by imitation, together with
the subjects of - its several species, may ‘deter-
mine the general plan, yet is there nothing,
it may be said, in the nature of things to fix
the order and connexion of sirigle parts. - And
here, it will be owned, is great room for in-
vention to shew itself. The materials of poetry
may be put together .in so many different
manners, consistently with the form which
governs ‘each species, .that nothing but the
" power of imitation can be reasonably thought
to produce a close and perpetual-similarity
in the composition of two works. I have said
a close and perpetual similarity; for it is -
" not every degree of resemblance, that will do
here.

’
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The general plan itself of any poem will
occasion some unavoidable conformities in the
* disposition of its component parts. The iden~
tity or similarity of the subject may create
others. Or, if no other assimilating cause
intervene, -the very uniformity of common
nature, will, of necessity, introduce some. To
explain myself as to the last of these causes.

The principal constituent members of any
work, next to the essential -parts of the fable,
are EPISODES, DESCRIPTIONS, SIMILES. By
descriptions 1 understand as well the delinea-
tion of characters in their speeches and im-
puted sentiments, as of places or things in the
draught of their attending circumstances. Now
not only the materials of these are common to
all poets, but, the same identical manner of
assemblage in .application of each in any poem
will, in numberless cases, appear necessary.

1. The episode belongs, principally, to the
epic muse; and the design of it is to diversify
“and ennoble the narration by digressive, yet
" not unrelated, ornaments; the former cir-
cumstance relieving the simplicity of the epic
fable, while the other prevents its unity from
being violated. Now these episodical narra-

\
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tions must either proceed from the poet himself,
or be imputed to some other who is engaged
in the course of the fable; and in either case, -
maust help, indirectly at least, to forward it.

If of the latter kind, a probable pretext
mast be contrived for their introduction; which
can be no other than that of satisfying the
curiosity, or of serving to the necessary infor-
mation of some other. And in either of these -
weys a strlkmg conformity in the mode of conr
ducting the work is unavoidable. -

*If the episode be referred to the former class,
its manner of introduction will admit a greater
Iatitade. For it will vary with the subject, or
occasions of relating it. . Yet we shall mistake,
if we believe these subjects, and conseqiently
the occasions, connected with them, very nu-
merous. 1. They must be of uncommon.
dignity and splendor; otherwise nothing can
excuse the going out of the way to insert them.
8. They must have some apparent connection
~ with the fable. 3.'They must further accord
to the idea and state of the times, from which.
the fable is taken. Put these things together,
and see if they will not, with probability, ac<
count for some_ coincidence in the choice and
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epplications of the direct episode. ~ And ad-
mitting .this, the similarity of even i#s cons

_ stituent parts is, also, necessary.

The genius of Virgil never suffers more in
the opinion of - his critics, than when his book
of games comes into consideration and is con-

" fronted with Homer's. It is not unpleasant

to observe the difficulties an advocate for his
fame is put to in this nice point, to secure his
honour from the imputation of plagiarism.
The descriptions are accurately examined;
and the improvement of a single circumstance,
the addition of an epithet, even the novelty of
8 metaphor, or varied turn in the expression,
is diligently remarked and urged, with triumph,
in favour of his invention. Yet all this goes
but a little way towards stilling- the clamour.
The entire design is' manifestly taken; nay,

~ particular incidents ‘and’ circumstantials are;

for the most part, the same, without variation:
What shall we say, thenm,  to ‘this charge?

;Sha‘ll, we, in defiance of truth and fact, endeas
"wour to confute it? Or, if allowed, is there

any method of supporting the reputation of the
poet? I think there is, if prejudice will but
suspend its determinations a few minutes, and
gfford his advacate a fair héaring. .
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‘The epic plan, more’ especiilly that-of the
Aeneis, naturally comprehends whatever is
most august in.civil and:religious affairs. The
solemnities of funeral rites, and the festivities
of public games (which’ religion ‘had made an -
essential part of them) were, of mnecessity, to
beiincluded in .a representation of the latter.
But-what games? Surely-those, which an¢
cient heroism vaunted' to excell'in; those,
which the usage of the times had consecrated ¢
and which, from the opinion df reverence and
diguity entertdined of them, were become
most fit for the pomp of epic description.
Further, what circumsétancescould ‘be noted
in these sports? Certainly those, which befell
most usually, and were the aptest to alarm the
“spectator, and make him take an interest in
them. These, it will be said, are numerous.
~ They are so; yet such as are most to the poet’s
purpose, are, with little or no variation, the
same. It happened luckily for him, that.twe
of his games, on which accordingly he hath
exerted all the force of his genius, were entirely
new. This advantage, the circumstances of
the times afforded him. The Naumachia was
purely his own. Yet so liable are even the
best and most candid judges -to be haunted by
. this spectre of imitation, that one, whom every
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‘friend to every human exeellence honours,
cannot help, on comparing it with the chariot-
race of Homer, exclaiming in these words;
“ What is the encounter of Cloanthus and Gyas
“ in the strait between the rocks; but the .same
“ with that of Menelaus and Antilochus in the
““ hollow way? Had the: galley of Serjestus

" % been broken, if thé chariot of Eumelus had
* not been demolished ?: Or, Mnestheus.been
« gast from-the helm, had not the other been
¢ thrown from- his-seat?” The plain truth is,

it was not possible, in describing an ancnent

sea-fight, for one, who had. even never seen

- Homer, to'.overlook such usual and striking

partictlars, as the justling "of ships, the
breaking of galleys, and loss qf pilots.

It may appear from this mstance, with what
teason a similarity of circumstance, in the othez
games, hath been objected. The subject-
‘matter admitted not any material. variation: .1
mean in the hands of so judicious a.copier of
. Nature as Virgil: For, -

“« Homer and Nature were, he found, the
same.” } :

So that we are not to wonder he kept close to

his author, though at the expence of this

false fame of Originality, Nay it appears
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directly from @ remarkable instance that i
the case before us, He unquestwnably Judged
nght

' A defect of natural ability is not that, which
the critics have been most forward to chargé
‘upon Statius. A person of true taste, who,

in a fanciful way, hath contrived to give us thé

just character of the Latin poets, in’ assigning
to this poet the topmost station on Parnassus,
sufficiently acknowledges the vigour and ac-
tivity of his genius. Yet, in composing his
Thebdid (an old story taken from the heroic
ages, which obliged him to the ‘celebration of
funeral obsequies with the attending selemni-
ties of public games} to avoid the dishonour of
following too closely on the heels of Homer
4nd Virgil; who had not only taken ‘the same
route, but pursued it in the most direct and
natural -course, he resolved, at all adventures,
“to keep at due distarice from them, and to

make his way, as well as he could, more -

obliquely to the same end. -To accomplish
this project, he was forced, though in the
description of the same individual games, to
look out for different circumstances and events
. in them; that so the identity of his subject,
which he.could not avoid, miglit, in some
degree, be atoned for by the diversity of his
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manner in treating it. It must be owned,
‘that great ingenuity as well as industry hath
been used, in executing this design. Had it
been practicable, the character, just given of
this poet, makes it credible, he must have
succeeded in it. ~ Yet, so impossible it is,
without ‘deserting” mature herself, to dissent
from her faithful copiers, that the main objec- -
tion te the 'sixth book of the. Thebaid hath
arisen frem_this fruitless endeaveur of being
original, where common sensc’ and the reason
‘of the thing would not permit .it. _¢ In_ the
« particular descriptions of each of these games
¢ (says the great writer before queted, and

% from whose sentence ‘in. matters of taste,
“ there lies no appeal) Statius. hath- not bor-
“ rowed from either of his predecessors, and
© & hiy poem is so much the worse fnr [ .

‘ e

Q. The case of m:'scanvnon ‘is sti!l clearét;
and, after what has been so largely discoursed on
the subjects of it, will require but few words.
For it thust have appeared, in considering
. them, that not only the objects themselves are
necessarily obtruded on the peet, but that the
occasions of introducing them are -also re-
strained - by many limitations. If we reflecf a
little, ‘we shall find, that they grow out of the.
action represented, which, in the greater poetry,
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implies 4 great similarity, even when imost

 different. 'What, for instance, is the purpose
of the epic poet, but to shew his hero under
the ‘most awful and intereding circumstances of
human life? To this end some general design
is formed. He must war with Achilles, or
voyage with Ulysses. And, to work up his
fable to that magnificence, METAAOIIPE:
ITEIAN, which Aristotle rightly observes to be
the characteristic of this poem, heaven and
hell must also be interested in the success of
his enterprise. And what is this, in effect,
but to own, that the pomp of epic description,
in its draught of battles, with its several acci-
dents ; of storms, shipwrecks, &e. of the in-
tervention of gods, or machination of devils,
Is, in great measure, determined, not only as
to the choice, but application of it, to the
poet’s hands? And the like conclusion ex-
tends to still minuter particularities.

What concerns the delineation of characters
may seem to carry with it more difficulty. Yet,
. though these are infinitely diversified by dis-

tinct peculiar lineaments, poetry cannot help
falling ‘into the same general representation,
. For it is conversanit about the greafer cha-
Facters ; such as‘.d,emavnd the imputation of )
like manners, and who are actuated by the
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same’ governing' passions. - To set-off these,

the same ‘combination of gircumstances wiust

frequently be imagined ; at least so similar, as
to bring on the. same series of representation.
The piety of one hero, and the love of his
country, which characterizes' another, can
only be shewn by the influence of the ruling
principle in each, constraining them to neg-
lect mfenor considerations, and to give up all
subordmate affections to it. The more pre-
valent the @ffection, the greater the sacrifice,
and the more strongly is the character marked.
Hence, without doubt, the Calypso of Homer.
And need we look farther than the instructions

of common nature for a similar contrivance in .

a later poet? Not to be tedious on a matter,

which admits no dispute, the dramatic writings

~of all times may convince us of two things, 1.
“ that the actuating . passions of men are wni-
« versally and invariably the same ;" and 2.
“ that they express themselves. constantly in
« similar effects.” Or, one single small vo-
lume, the characters of Theophrastus, will
sufficiently do it. And what more .js required
to Justlfy this consequence, * that the desmp—
e tums of characters, even in the most ori-
L “ g;nal designers, will resemble each other;”
and * that the very contexture of a work,_ de-
« signed to evxdence them in action, will,
vav. i o
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+ ¢ undet the mantigement of - différent. writers,
- “be, frequently, ‘much. the samed’ -:A-con
clusion, ‘which indeed is neither mihe inor .any
novel one, but was long ago insisted -om - hya
discérning ancient, and apphed ﬁo the comit
drama, in these words, T e

- — 8% personis isdem uh allis non lzcet _
Qui magis licet turrentis seivbs scribere,
- Bonas matronus facere, teretrives malas, ,
Pavasitum edacem, gloriosum militem, ~
Puerum supponi, falli pér servsm senem,
* AMARE, ODISSE, svsPICAmP b
3. In trnth; o far as direct and' immedinte
desm'ipti'on is concetned, the inatter is o plain,
that it will hardly be called inito guestion.
The dxﬂ‘iculty is ‘to account for the' similarity
-of metaphor and cosrarison (that is;" of “fmu-
- gery, which- comes in obliquely, and for the
purpose of illustrating some other, and fre-
. quently, very remote and ~ distinct’ subject)
observable in all writers. Here it may not
seem quite so easy to make out an original
claim; for, though descriptions of ‘the same
object, when it occurs, must needs ‘be similar,
yet it remains to shew how the same obJect
comes, in this case, to occur at all. ﬁ‘éﬁ)re
an answer can be given to this quéstion; it
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must be ohserved 1. that therg ig in the mind
«of man, not only a strong natyral love of imi-
tation, but of comparison, .Wg are not-only
fond of copyixg single objects, g5 they present
themselves,, but we delight to set two objects
together, and contemplate their mutual aspegts - -
and appesrances, The pleaswre we fipd in
this exercise of the imagination is. the-maip
source of that perpetwal nsage of indirect angd
Allysive imagery in the writings of the pqet,g s
for I need net here. comsider the necessity of
the thing, and the wnevoidable introduction of .
sansible images into all langua-g 2. This
work of compqrison’js not gone about by the
mind causelassly and capriciously. “There axe
tertain obvius and stnkmg resemblances in
mature, which the peet is curried necessarily
to.abserve, and which offer themselyes to him
oa the slightest exercise and exertion of his -
camparing. powers. It may be difficylt to
-explain the capses of this established relation-
ship in all cases; or to shew distinctly, what
these secret ties and copnexiops. are, whieh
"Jink the objects of sense together, and draw the
imagination thus insensibly from one subject
to another. The most obvious and natural is
hat of actugl. similitude, whether in skape,
@ititude, colour, or gspect.. As when heroes’
-are gompared to gods,—a hero in act to strike
02
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at his ﬁe,‘ to & faulcon stooping at a dove,—=
blood running down the skin, to the staining

of ivory, —corn waving with the wind, to

water in motion. Sometimes the associating
cause lies in the effect. As when the refurn
of a good prince to his country is compared fo

" the sun—a fresh gale to mariners, to the

timely coming of a general to his troops, &c.

. Ynore commonly, in some property, attribute,

or circumstance. Thus an intrepid hero sug-
gests the idea of a rock, on account of its firm-
ness and stability ;—of a lion, for his fierce-
ness,—of a deer encompassed with wolves, for
his situation when sarrounded with enemies.
In short, for I pretend not to make a complete
enumeration of the grounds of connexion,

" whatever the mind observes in any object, that

bears an analogy to something in any other,
becomes the occasion of comparison betwixt
them; and the fancy, which is ever, in a great

- genius, qulck at espying these traits of re-
'semblance, and delights to survey them, lets

slip no opportunity of setting them over

~ against each other, and producm., them to

observatwn

But whatever be the causes, which associate

the ideas of the poet, and how fantastic soever

or ‘even casual, may sometimes appear to be

v -
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the ground of suth association, yet, in respect
of the greater works of genius, there will still
be found the most exact uniformity of allusion,
the same ideas and aspects of things constantly
admonishing the poet of the same resemblances
and relations. 1 say, in the greater works
of genius, which must be attended to; for
" the folly of takmg resemblances for imita-
. tions, in this province of allzmon, hath arisen
" from hence; that the poet is believed to have
all art and nature before him, and to be at
liberty to fetch his Aints of similitude and cor-
respondence from every distant and obscure
corner of the -universe.. That is, the genius

of the epic, dramatic, and universally, of the -

greater, poetry hath not been comprehended,
nor their distinct laws and characters distin-
guished from those of an inferior species,

- The mutual habitudes and relations (at
least what the mind is capnble of regarding as
such), subsisting between those innumerable
objects of thought and sense, which make up
the entire natural and intellectual ‘world, are
indeed infinite; and if -the poet be allowed to
associate and bring together all those ideas,
wherein the ingenuity of the mind can perceive
any remote sign or glimpse of resemblance, it
were truly wonderful, that, in any number of

S
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images and’ ﬂllusrom thete should be found ‘a
tlose conforniity of them with those of any
other writer. But ‘this is fat frem being .the -
dave. For 1. the firote august poetry disclaims,
_ 4% uhsuited to ity staté and dignity, that imquis .
sitivé and antiows diligefite, which pries inte -
Hatuie’s retireménts s and searches through all
her secret and hifdden haunits, to detect a fot-
_bidden commeree, and expose to light some
shiahge unexpected conjunction of idews, This
Yuaint cofrbination of ‘¥emote, unbllied ima-
Bery, cofstitutes a spécies of éntertdinment,
which, fo¥ its novelty, maywmise and divert
the mind in-other compositions ; but'is wholly
inéonsistent with the teserve and solemnity of
the graver forms. There i too much cu-
Hosity of art, too'solicitous .an affectation of
pleasing, in these fhgenious exefeives of the
fancy, to suit with the simple majesty of the
epos or droma ; which disclaims to cast about
for. forced and tortused -allusions, and ainms
only to expose, in the fairest light, such as.
© fre ithost obvious and natural. And here, by
the way, it may be werth observing, in honout
of a great Poet of the last cewtury, 1 wean Dr.
DONM;, that, though agieeably to the turn of
! his genius, and taste of his age, he was fonder,
J t!han ever-poet was, of these.secret and indden
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ways in hi\xhurpetry; yyet .when he had 2
projected his. great work-« On the .grogress of
¢ the soul” (of which we have only the'be-
ginning) his good sense brought him out into

the nfpdrnpam of nature and open d‘y—hght

Larglor hic c&mpos eeti]er, et lumme vestit S
Purpu"eo solemque suum, sug s1dera norunt '

ALENTINS I NN EE B Y

Iq.. this, . the. ,auxhor of Gaxpirgar, and ang-
ther whitex of gredit,, a.coptemparary of Dom;i:,
Bir, Fuax Grgvay, ,were not 'so: happy. -

This, work of .iudirest imagery.is. mtcnded.
not, 49 mpch to illustrate and .enforde the ori+
Moﬂfo“gbtn ta;,which it .is ﬂﬂﬂlﬂi’ a8 to
amug and, enfertain the:faney, by.helding up
to wiew, i these, .ceasionpl. digressive repre-
Reptations,. the pictures pf, Pledsing: scénes ard
objects :13"‘: this..end, of. allusion (which is
principsl aw the.subliser works. of gewiys) ro-
straing, the. poet. to the use, pfoa fow -select
images,: for the most part taken. from. obvious
ooshman, iature s, - these.  being. always most
ilnstriows in . themeelyes, and .therefore most
apt ta.spize pnd qeptivate the imagination of -
the zeader. . Thus,ig the poet. confingd, by the
nery naspge pf hisiwprk, to ar very-moderate
sompasy,of . allvsion, on. both, these. accoungs;
Josty. as be spust,'employ the easuest and moat

. RN
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appiarent resemblances: and secondly] of these,
such as unpress the most ddxgbtful mmges on
. the fancy. - :

iy

This bei'ng the case, it camnot but-hajipen,
that the allusnons of different poets,  of the-

hlgher class, though writing without, any com-

tunication with each other, will, of: course,

be much:the same on sitnilar. occastons.* There
are fixed and real anelogies between’ different
material objects ; between these objécts, and
the inward workings of the mind } axid;’ again,
between these, and the éxternal stom' of ‘them.
Such on every occaslbn,’do not &0 ptoperly
_uffer themselves to- the 'searchmg éye of ‘the
poet, as force' themselves dponhim'; -so ‘that,
if he submit to be gutded by the most nitural
views of things, he cahmot‘avond a very remark-
able corwbpdndencé of: imagery with his" prer
decessots.: And we fiid this conchisiof’ veri-
fied in' fuet; as appeai's not only from eor-

- paring: together the gxﬁeat’inelent anhd' ‘modern

writers, who ‘aré known' to-have ‘held an inti-

[l
.

‘mate " ¢orrespondence- with' each -other;’ but

‘those, who cannot be- su'spected of -this com*

merce. Several critics, T'observed, have taken’

great pains to illustrate t'he setitiments'of Homet
from similar instarices'in ‘the sacred writers,
The same design might easily be carried on,
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- ini vespect of. allusive imagery ;. it ‘being ob-
vious to. common observation, that numberless
of the mdst beautiful comparisons in the Greek
poet are to be met with in the Hebrew pro-
phets. Nay, the remark may be extended to .

.the. undisciplined writers and speakers of “the
farthest west and east, whom' nature instructs
to:beautify and adorn their conceptions with the

. "same imagery.. So little doth it argue an-infe-

_riority of genius in Virgil, if it be true, as the

excellent translator of Homer says, “that he
" < has scarcely any comparisons, which are Rot
¢ drawn from his master.” .
\ . . .

. The truth is, the nature of the two subjects,
which the Greek poet had taken upon himself
to adorn, was such, that it led him through
every circumstance and situation ef human
life; which his quick attentive observation
readily found the means of shewing to advan.
tage under the cover of the most fit and proper
imagery. Succceding writers, who had not
contemplated - his pictures, yet, drawing from -
one common aoriginal, liave unknowingly hit
upon the .very same. = And those, who had,
with all their endeavours after novelty, and
the utmost efforts of genius to strike out ori~
ginal lights, have never been able to succeed.
in their attempts. Our Mston, who was most
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ambitious of this fame of snvention; and whose
wast and universal genius could not have missed
8f new dnawlogies, hud. nature’s:self. been .able
to. furnish.them, is a glaring inktance. to our
putpose.. He was so.averse from resting in
" the old imagery of Homer; and: the other epie
poets, that he appears to have taken infinite
pains in .the ‘investigation’ of hew allusions,

_ which he picked up out of the rubbish of every

silly legend or romance, that had come to his
knowledge, or extracted from -the dry and
rugged materials of the sciences, and even the
mechanic arts. . Yet, in.eomparison of the
genuine treasures of nature, which he found
himself obliged to make use of, in domimon
with other writers, -his own proper stock of
- tmages, imported from the regione of art, ‘is
very poor amd scamty’; and, as might ‘be - ex
pected, makes the least agreeable part of his
divine work.

- What is liere said of the epic holds, as I
“hinted, of all the more serious kirds of poetry.
In, works of a lighter cast, there. is grenter
hiberty and a larger fleld of allusion permitted
to the poet. All the appearances ih ‘@r¢-and
neture, betwixt which there is any resemblance,
may be employed here.to sutprize and’ divert
the fancy. . The further and more remote from
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wulgar - apprehénsidn these amalogies- lie, so .
much the fitter for his purpose, which is not
'so much to illustrate his ideas, as to place
‘them in new and uncommon lights, and en-
tertain the mind by that odd fantastic. con-
junction, or opposition of ideas, which we
know by the name of wi¢t. Nay, the lowest,
as well 28 the least obvious imagery will be,
oftentimes, the most proper ; his view being
not to ennoble and raise his subject by the
means of allusion, buf to sink and debase it
by every art, that hath a tendency to excite
‘the mirth and provoke the ridicule of .the
réader. Here then we may expect a much
more original air, than in the higher designs
of invention. . When all natare is before the
poet, and the 'genius of his work allows him
~ to seize her, as the shepherd did Proteus, in
every dirty form, into which she can possibly
twist herself, it were, indeed, a wonder, if he
should chance to coincide, in- his imagery,
with any other, from whom, he. had not ex-
pressly copied. They who are conversint im
works of wit awd humour, more especially of
these later times, will know this to be thé case,
in fact. There is not perhaps a single com-
parison in the inimitable TeLEMAQUE; which
had not, before, been employed by some or
" other of the poets. Can any thing, like this,
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be said of Rabrtars, - Buriks, MARVBL.
Swwr, &e.? .

111. Jt only remains to consider the Exrrxs-
sioN. Andin this are to be found the surest
and least equivocal marks of imitation. We
may regard it in fwo. lights; either 1. as it
respects the general turn or manner of writing,
‘which we call a style; or 2. the pecuhautles
of phrase and diction. \

1. A style in writing, if not' formed in
express imitation of some certain model, is the |
pure result of the disposition of -the mind, and
takes its character from the predominant qua-
dity of the writer. Thus a short and compact,
and a diffused and flowing expression are the
proper consequences of certain corresponding
characters of the human. genius. One has a
vigorous comprehensive conception, and there-
fore collects his sense into few words. Ano-
ther, whose imagination is- more languid, con-
semplates his objects leisurely, and so displays
their beauties in a greater compass of words,
and with more circumstance and parade of
language. - A polite and elegant humour de-
Tightsin the grace of ease and perspicuity. A
severe and melancholic spirit inspires a forcible
but involved expression, There are mapy
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other nicer "differences and peculiarities of
manner, which, though not reducible, per-
haps, to general heads, the critic of true taste
easily understands.

2. As men of different tempers and dispo-
sitions assume a different cast of expression,
80 may the same observation be applied, stil
more gererally, to different countries and
times. It may be difficult to explain the effi-
cient causes of this diversity, which I have no
concern with at present. The fact is, that
the eloquence of the eastern world has, at all
times, been of another strain from that of the
western. And, also, in the several provinces
of each, there has been some peculiar note of
‘variation. The Asiatic, of old, had its proper
stamp, which distinguished it from the Attic;
just as the Jtalian, French, and Spanish wits
have, each, their several characteristic manners
of expression.-

A different state of fimes has produced the
like effect; which a late writer accounts for,
not unaptly, from what he calls a progression
of life and manners. That which cannot be
disputed is, that the modes of wrmng undergo
‘a yerpemal cbmge or variation in every coun-
try., Andit is further observable, that these
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‘changes in one country, under similar circum-
- stances; have a signal correspondence to those,
which the incessant rotation of tastg brmg
about in every other.

" Of near affinity to this last consideu'tioa. is
another arising from the corresponding genius
‘of two peeple, however remote from epch qther
in -time and place. © And, as it bappens,
apphcatlon may be ‘made diyeetly to our;e,lvqs
in a very important instaune, . © Languages,
“ says one, always take their.character from
“ the genins of a people. So that two the
¢ most distant states, thinking and aeting with
“ the same generous love of mankind, must

- % needs bawe very near the same combinations
%€ of jdess.—Apd it is our baast that in this
% conformity we approach the mearest fo an-
« cient Greece and {taly.” I guote these weonds ~

- from a tracts, which the author perhaps sy

~ consider with the same neglect, a5 Cicero did
his earlier compositions on Rhetoric; but _
which the curious will, regard with . reverence, -
as a fine essay of -his genius, and a prelude 'tp
the great things he was afterwards seen.capable
of producing. - -Bug to come- to .the use we unay

3.4 Crifical and Philosophical Inquzry into the causes lf
prodzgtas and miracles, &c. p. 130.
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make of this, fine . observation.. The corre-

sponding state of the English and . Roman

people has produced very near. the same com-
binations of. ideas. May we not carry the
oenclusion still further .on the pame principle,
that it produced very mear the same. combi-
nations of, wards? The fact is, as the same
writer observes, That we have a language
“that is brief, comprehensive, nervous, and
“ majestic.” The very character which an old
Roman would give us of his own language.
And when the same general character of lan-

‘guege prevails, is it any thing strange that the

different modifications of it, or pecufiar styles,

arismyg from the various turns and dispositions

. of writers (which, ‘too, i such circumstances .

. will becomespondmg) should therefore-be very .-
~wimilar_in the productions of the two states?

Or, i other words, can we wonder that some
of our best writers bear a nearer resemblance,
I mean independently of direct imitation, te

_“the Latin classics, than ‘those of any ‘other

people in modern times ?

But let it suffice to leave these remarks
without further comment or explanation.

. The use the discerning reader will make
of them is, that if different writers agree in

’

Y
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the same general disposition, or in the same
national character ; live together in the same
" period of time; or in correspondmg periods
of the progression of manners, or are under
the influence of a correspondmg genius of po-
licy and government ; in every of these cases,
some considerable similarity of: expression
may be occasioned by the agency of general
principles, without any suspicion of studied or
designed imitation.

1. An zdentcty of phrase and dzctzon, is @

" much surer note of- plagiarism. For consi-
‘dering the vast variety of words, which any
language, and especially the more copious ones -
furnish, and the infinite possible combinations
"of them into all tha forms of phraseology, it
* would he very strange, if two persons should
hit on the same identical ferms, and.much
more should they agree in the same precise

arrangement of them in whole seatences.
. ;

There is no defending coincidences. of this
kind; and whatever writers themselves may
. pretend, or their friends for them, no-one can
doubt a moment of such identity bemg a clear
- and decisive proof of imitation.

Yet this must be understood with sotae
hm:tatxons. :
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For 1. There are in every language some

- current and autherizedl forrhs of speech which
_can hardly be avoided by a writer without

dffectation. They- are such ‘as express the
most obvious sentiments, and which the ordi-
nary occasions of life ave perpetually. obtruding
on us.. Now these, as by common agreement,
we chuse to deliver to one‘another in the same
Jorm of woids.. Convenience dictates this to
one- set of writers, and -politeness  renders it
sacred in another.” Thus it will be true of
certain phrases (a8, universally, of.the words,.

in any language), that they are left in common K

to all writers, and can be claimed as matter of
property, by none. Not that such phraseo-
logy will be frequent in nobler compositions,
as the familiarity of its usage takes from their.

* natural reserve and dignity. Yet on certam

accasions, which justify this negligence, ‘or in

certain authors; who are not over-sollicitous

about these indecorums, we may. expect to
meet with it. Hamlet says of his father,

He was a man, take him for all in all ;
I shall not look upon his like again. .

which' may be suspected of being_ stolen from

Sophocles, who has the following passsge in

the TRACHINIAE.
VOL. II. P
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Hv’ww'.a’a'gtm.&'v;p«.fa'iv’%l;x%l S ‘

Hw‘e'.fmd-’, OHOLON AAAON OYK. O¥EL -
HO’I.’E. T 824~ :

‘ The sentisent bemg omof the eommomt,
. that offers itself to the mind, the sole ground
of ‘suspicion must lie in-the avpression, « I
« shall it look upou. his like aguin,” to which
the Greek so, exactly inswers; But theys were
‘ﬂnean&nmyexme@mons of such sentiment, in
the éwo latgitigess and; neither the -charsoters
of the: great poets, -ngr the. sitwation of. the
speakers; wonlid suffer the qﬁ‘éctatwu of de-
portmg from eommon usage, | .. .
What is here sa:d of the satuatwn Qf the
 speakers veminds me of another olass of ex-
presstons, which WIH often: be similar in all -
poets Ndture, . under the s@me ‘conjunctures,
gives birth to the ‘same conoéptions ;'and if they
be of such a kind, as to exclude all thought of
artifice, and the tricks of eloquencé (as on
occasions of deep anxiety:and distress) they
run, of themselves, into the same form of . -
expression. The wretched Priam, in his la-
mentation of Hector, lets drop the followmg
words :

F W ExO 8ES nardiseras didG slaw,
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¢ This line, says his translator, s particularly

¥ tender;. and almost, word for word, the -

“ smme with that of the Patriarch Jaoeb ; who,
‘ upon a’like occasion; breaks out in the same
¢ complaint, .and telis his- children, ‘that, ¥
" % they deprive him of his son Benjamin, ‘they
 wall dring down -his grey hairs uuth sorrow
‘ “tathqgrave . ;.1;. AP

. We may, further, ekcept, under this head
certain privileged fornye of ‘speech, which. the
peculiar~idioms of - different: langaages make
necessary’ in-them; ‘and which poetry conse-
crates inall. But this is.easily observed, and
its effect is not very cansiderable. -

2. In pleading ‘this identity of expression,
regard must be had to the language, from
which the theft is -supposed to be made, If
from the same language (setting’ aside the ex-
ceptions, just mentioned) the same -arrange-
~ ment of the same words is admitted as a certain
. argument ‘of plagiarism : nay, less than this
..will do in some instances, as where the. imi-
tated expression is pretty singular, or so
remarkable, on any. account, as to be well
known, &ec. But if from another language,
the matter is not so easy. It can rarely hap-
pen, indeed, but by design, that there should

‘P2
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be the same order ér composition of words, in
two languages. But that which passes event
for literal. translation, is but a similar com-
position Of corresponding words. And what
does this imply, but that the writers conceived

.- of thejr object in the same manmer, and had

occasion to set it in .the same light? An oeca-
sion, which is perpetually recurring to all
authors. As may be gathered from that fre-
querit and strong resemblance in the expression
oof mioral sentiments, observable in the writers
of every age and country. Can there be a
~ commoner reflexion, or which more constantly
oceurs to the mind under the same appearance,
than that of our great:poet, who, speaking of
the state after death, calls it '

“That undiscovered countr Y, fromavbo.se bour»
"No traveller returns. A v

Shall we call this a translation of the Latm
,po.et;

- Nune it per iter tenebricosum
Tlluc, unde negant redire quenquam..
CATUL HL v. 11.

Or, doth it amount to any more than' this,
that the terms employed by the two writers in
expressing the same obvious thought are cor-
respondent ?  But correspondency and identity -
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are different things. The latteris only, where
the words are numerically the same, which
" can only happen in one and the same language: .
the other is effected by difféerent sets of words, -

which are numerous in every language, and

are therefore no convincing proof (abstractedly -

from other circumstances) of zmitation.

" From these general reflexions on language,
without refining too far, or prying téo cu-
riously into the mysteries of it, the same con-
clusion meets us, as before. The expression
of two writers may be similar, and sometimes
even identical, and yet be original in both. -
Which shews the necessity there was to lead
the reader through this long investigation of
the general sources of similitude in works of
- INVENTION, in order to put him into a condi- .
_tion of judging truly and equitably of those of
‘mmrration.  For if similarity, even.in this
‘province of words, which the reason of the
thing shews to be most free from the constraint -
of general rules, be no argument of #heft in
all cases; much less can it be pretended of the
other subjects of this inquiry, which from the
necessary uniformity of nature in all her ap-
pearances, and of common sense in its opera-
tions upon them, must give frequent and
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uwnavoidable occasion to such similarity. But
then this is all I would.insinuate.. ~

~ For, after the proper “allowances, which
* ¢andid criticistn requires to be made on this
* head, it will still be trué-(and nothing in this

Essay attempts to contradict it) “ that coinci- *

“ dencies of a certain kind, and in a certain
“ degree, eannot fail to convict a writer of
" “dimitation.” What these are, the impatient
“reader, I suppose, is ready to enquire. And,
not entirely to disappoint him, I have thrown
together,. at the close of this volume, some re- .

** marks which, perhaps, will be of use in solving

~ that difficult questiont. In the mean time, it
seemed of importance to free the mind from
the perversion of that early prejudice, which is
so prompt to mistake resemblance. universally
for imitation. And what otheér method of ef-
fecting this, than by taking a view of the extent
and influence of the genuine powers of nature,
. whieh; when rightly apprehended, make it an
~‘easier task to detect, in particular instances;
the intervention of design ?

Allowing then (what this previous, iliquiry
not only no way contradicts but even assists'us’

t. Letter to Mr. Masox.
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in ' perceiving more clearly) that certain re-
semblances may be urged as undoubted . proofs
of imitation, it remains ouly to the integrity .
of this discourse, to satisfy that other question,
“ how far the credit of the imitator is con-
« cerned in the discovery ;" or, in other words,
{since the praise of invention is of the highest
value to the poet) « how far the concession of
“ his having borrowed from others, may be
“ justly thought to detract from him in that .

« resped.” An inguiry, which, though for its

consequences to the fame of all great writers,
since the time of Homer, of much importance,
may yet be dispatched in few words.
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SECTION 1L
IN entering on this apology for professed
imitators, I shall not be suspected of under-
" -valuing the proper merits of invention, which
unquestionably holds the first place in- the
virtutes-of a poet,‘ and is that power, which,
of all others, enables him to give the highest
entertainment to the reader. Much less will
it be thought, that I am here pleading the
cause of those base and abject spirits, who have
not the courage or ability to attempt any thing
. of themselves, and can barely make a shift, as
a great poet of ourown expresses it, fo creep
servilely after the sense of some other. These
I readily resign to the shame and censure,
which have so justly followed them in all ages;.
as subscribing to the truth of that remark,
. « Imitatio per se ipsa wnon sufficit, vel quia
% pigri est ingenii, contentum esse iis, quae
% sunt ab aliis inventa,” My concern is only
with those, whose talent of original genius is
not disputed, but the degree of strength and
vigour, with which it prevails in them, some-
what lowered in the general estimation, from

’
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this imputed crime of PLAGIARISM. And, with
respect to such, as these, something, I con-
" eeive; may be said, not undeserving the notice .
of the candid reader. “

1. The most universal cause, inducing imi-
© tation in great writers, is, the force of early
. discipline and education. Were it true, that
poets took their descriptions and images im-
mediately from common nature, one wight
expect, indeed, a general similitude in their
works, but such, as could seldom or never, in
all its circumstances, amount to a strict and
rigorous correspondency. The properties of
things are so numerous, and the lights in
which they shew themselves to a mind unin-
fluenced” by former prejudices, so different,
that some grace of novelty, some tincture of
original beaaty, would constantly infuse itself
into all their delineations. . But the case is far

. otherwise. Strong as the bent of the imagina-

tion may be to contemplate living forms, and
- togaze with delight on this grand theatre of
nature, its attention is soon taken off, and
_arrested, on all sides, by those infinite mirrors,
and reflexions of - things, which it every where
meets with in the world of imitation. We are
habituated to a survey of this secondary and
derivative nature, as-presented in the admired
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works of art, through the entire course of our
education. The writings of the best poets are
put into our hands, to instruct us in the know-
ledge of men and things, as soon as ‘we are
capable of apprehending them. Nay, we are
taught to lisp their very words, in our ten-
derest infancy. Some quick “and transient
"glances we cannot chuse but cast, at times,
on the pheenomena of living beauty ; but its
forms are rarely contemplated by us with dili-
gence, but in these mirrors, which are the
constant furniture of our schools and closets.
And no wonder, were we even left to ourselves,
that such should be our proper choice and
determination. For, by the prodigious and
almost magical operations of fancy on original
objects, they even shew fairer, and are made

_ to look more “attractive, in these Jartificial re-
presentations, than in their own rude and
native aspects. Thus, by the united powers
of discipline and inclination, we are almost
necessitated to see nature in the same light,
and to know her only in the dress, in which
her happier suitors and favourites first gave
her to observation.

The effect of this early bias of the mind,
. which insensibly grows-into the inveteracy of
- habit, needs not be insisted on. When the
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poet thus tutored in the works of ‘imitation,
comes to address himself to invention, these
familiar images, which he hath so often and
so fondly admired, immediately step in' and
intercept his observation of their great original.
Or, if he has power to hold them off, and
turn his eye directly on the primary object,
he still inclines to view it only on that side and
in those lights, in which he has been accus-
tomed to study it. Nor let it be said, that
this is the infirmity, only, of weak minds. It
belongs to.our very natures, and the utmost
vigour of genius is no security against it. Cus-
tom, in this as in every thing else, moulds, at
pleasure, the soft and ductile matter of a mi-
nute spirit, and by degrees can even bend the
elastic metal of the greatest.

And if the force of habit can thus determine
- a writer knowingly, to imitation, it cannot be
thought strange, that it should frequently carry
him into resemblance, when himself perhaps
is not aware of it. Great readers, who have
their memories fraught with the stores of an-
cient and modern poetry, unavoidably employ
the sentiments, and sométimes the very words,
of other writers, without aﬁy distinct remem-
brance of them, or so much as the suspicion
of having seen them. At the least, their
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general cast of thinking or turn of expression
will be much affected by them. For the most
original writer as certainly “takes a tincture
from the authors in which he has been most
convérsant; as water, from the beds of earths
or minerals, it hath happened to run over.
Especially such authors, as are studied and
even got by heart by us in our early youth,
leave a lasting impression, which is hardly
ever effaced out of the mind. Hence a certain’

constrairied and unoriginal air, in some degree
or other, in every genius, throughly disciplined
" by a course of learned education. Which, by
‘the way, leads to a question, not very absurd
in itself, however it may pass with most readers
for paradoxical, viz. « Whether the wusual
« forms of learning be not rather injurious to
“ the true poet, than really assisting to him?”
It should "seem to be so for a natural reason.
For the faculty of invention, as all our other

powers, is much improved and strengthened ‘
by exercise. And great reading prevents this,
by demanding the perpetual exercise of the
memory. - Thus the mind becomes not only
indisposed, but, for want of use, really un-
qualified; to turn itself to other views, than
such as habitual recollection- easily presents to
it. .And this, I am pérsuaded, hath been the
case with many a fine genius, and especially

~
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with one of our own country®; who, as ap-
pears from some original efforts.in the sublime
allegorical way, had no want of natural talents
for the greater poetry; which yet were so
restrained and disabled by his constant and
superstitious study of the old classics, that he
was, in fact, but a very ordinary poet. .

2. But were early habit of less power. to
incline the mind to imitation, than it really is,
yet the high hand of authority would compel
it. For the first originals in the several species
of poetry, like the Autocthones of old, were
deemed to have come into the world. by a kind
of miracle. . They were perfect prodigies, at
least reputed .so by the admiring multitude,
from their first appearance. So that their au-
thority, in a short time, became sacred; and‘
succeeding writers were obliged, at the hazard
of their fame, and as they dreaded the charge
of a presumptuous and prophane libertinism
in poetry, to tske them for their guides and
" models. Which is said even without the
licence of a figure; .at least of one of them;
.whom Cicero calls the fountain—and origin of
all p1vINE institutions™; and another, of elder

v Mr, Addison. w Somn. Seip. il. c. 10.
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and more reverend estimation, pronounces to-
be & Yedg xad Yedy wooPrTas*™.

. ‘And-what is here observed of the-influence -
of these master spirits, whom the admiration
_ of -antiquity hath placed at the head of the
’ poetic world, will, ‘with some allowance, hold
also, of that of later; though less briginal
“writers, whose uncommon -merits have gwen
them a dlstmgmshed rank in 1t.

-3. Neat, (as it usually comes to pass in
other instahees). what was, at first, imposed by
the rigour of authority, soon grew.respectable
in itself, and was chosen for its own sake, as
a virtue, which deserved no small commenda-~
tion. For, when sober-and enlightened criti-

_cism ‘began to inspect, at leisure; these miracles
of early invention, it presently: acknowledged

© - them for the best, as well as the most ancient,

poetic models, and accordingly recommended,
or more properly enjoined them by rule, to
the imitation of all ages. - The effect- of this
criticism was clearly seen in the works of all
succeeding poets in- thie same language.' But,

when a new and different one was to be

x PraTo, Alcibiad.
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furnished with fresh models, it became mguch
mere conspicuous. For, hepides the same or
3 still higher .veneration' pf their inventions,
which the distance of place end time insensibly
pracured to them, the grace of novelty, which
~ they would appear to have in.another language,
was, now, a further inducement to copy, them.
Hence we find it to be the utmost pride of the
Roman writers, such I .mean. as came the
nearest to.them in the divinity of their genius,
to follow the practice, and emulate the virtues,
of the Grecian. . . "

- Libera per vacuum posui vestzgia princeps,

Non aliena meo pressi pede— -

_says one of the best .of those writers, who yet
was oply treading in the footsteps of his Gre-
cian masters.

But another was less reserved, and seemed
desirous of being taken notice of, as an express
imitator, without so much as laymg in his
claim to this sort of originality, in a new lan-
guage—in multis versibus Virgilius fecit—non
surripiendi causi, sed palam imitandi, hoc
animo ut vellet agnosci. Sen. Suasor. mr.

And, on the revival of these arts in later
times and more barbarous languages, the same -
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spirit appeared again, or rather superiot ho-
nours were paid to successful imitation. So

that what a polite French writer declares on

this heqd is, now, become the fixed: opxmon of
the learned in all countries, * Clest ' méme

% donuer une grace 3 ses ouvrages, que de les

¢ orner de fragmens antiques. Des vers d’Ho-
“ race et de Virgile bien traduits, et'mis en
“ ceuvre 2 propos dans un poéme Francois, y
« font le méme effet que les statuds antiques
« font dans la gallerie de Versaillés. Les lee~
% teurs rétrouvent avec plalsu', sous une nou-

. % velle forme, la pensée, qui leur plit autrefons

“ en Latmy »

It should, further, be added, that this praise
of borrowing from the originals of Greece and
Rome is now extended to the imitation of great
modern authors. Every body applands this

ractice, where the imitation is of approved
writers in different languages. And even in
the same languages, when this liberty is taken
with the most ancient and venerable, it is not
denied to have its grace and merit.

4: But, besides these several ,inciteme,;lts,
similarity of genius, alone, will, almost ne-

¥ Reflex. sur la Poés, et sur la Peint, tom, i. 80, Par, 1746,
. \
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eessarily determine a writer to the studious
emulation of some other. For, though it 'is
- with the minds, us the faces of wen, thert me
_ two ave exactly and mmrxfeuture alike; yet
the geneisl cast of their genius, as well as the
i and turm of the countenanee, will ﬁ'equentiy
be very similar in different persons, When

two sueh cpmts approech, they run together
with: eagerness and tapidity : the msﬁnem
bias of -the mind towsrds imitation beirlg Row

quicketied by passiow. This is chiefly said in

respect of that uniformity of style and manner, -

which, whenever we observe it in two writers, -
we almost constantly charge to the accomnt of
#mitation, Indeed,” where the resemblance
holds to the last degree of mimufeness, or
where the peculiarities, only, of the model
ate taken, there is ground enough for this sus-
. picion. For every original genius, however
gonsonant, in the main, to any other, has still
some distinct marks and characters of s own,
by which he may be distinguished; and to
copy pecybmtze:, when there is no appear-
ance of the same original spirit, which gave
birth to them, is manifest affectation. But
the question is put of such, whose manner
bath only a general, though strong, resem-
blanee to that of some other, and whose true

genius is above the suspicion of falling into the

YOL. II. ' Q
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trap of what Horace. happily calls, ExgmpLAR
VITHIS IMITABILE. And of - these it is perhaps
juster to.say, that a previous ¢orrespondency
of character impelled to tmitate, than that
" imitation itself produced that correspondency
of character. At.least (which is all my. cen-
- oern at present) ‘it will be allowed to .incline
a writer strongly: to imifation ;. and. .where a
congenial spirit appears to provoke him to it,
a candid critic will not be forward to turn this
circumstance to the dishonour of his invention,

. .” 5. Lastly,: were. every other consideration
out: of the way, yet, oftentimes, the very na-
ture of the poef's.theme would oblige him to
a . diligent - imitation. of preceding writers.” I
do not mean this. of such subjects, as syggest
and produce a necessary conformity of . descrip-
_ tien, . whether purposely intended or not. This

hath been fully considered. But my meaning
' is, that, when'the greater provinces of poetry
. bave been,’ already, occupied, and ‘its most
iateresting scenes exhausted ; or, rathé'r, their
~application to. the uses of poetry determined
. by great masters, it becomes, thenceforward,
unavoidable for succeeding writers to .draw
from their sources, -The law of probability
exacts this at their hands ; and one may almost
affirm, that to copy them closely is to paint after
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nature. 'I~shall explaint myself by an instance ,
or.two. o : :

- With regard to, the_religious opinions -and
ceremeonies. of 'the Pagan world, the writings
-of Homer, it is said and very truly, were « the
« standard of private belief, and the grand
< directory . of public’ wor slu}C? . Whatever
Jiberty. mxght have been taken with the rites
.and gods of Paganism. before his time, yet,
_when he had, given an exact description of
both, and had formed, -to the satisfaction of
all, the established religion into a kind of sys-
tem, succeeding poets were obliged, of course,
-to take their theology from him ;- and could no
longer be thought to write justly and natu-
- rally of their Gods, than whilst their descriﬁ- )
-tions conformed to the authentic delineations
.of Homer. His relations, and even the fic-
tions, which his genius had raised om the
.popular creed of elder Paganism, were now
- .the proper archetype of all religious repre—
sentations, . And to spe“k of these, as given
truly and qrzgmall ly, is,in effect, to say, that
. .they were borrowed or rather transcribed from
the page of that poet.

% Inquiry into_the L. and, W, q-f Hq;n%;*; p- 174 V
ag. A
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And the same may be observed of historival
Sacts, as of religious traditions. For not
unfrequently, where the subject is taken from
authentic history, the authority of a preceding
poet fs so prevalent, as to render any account
of the matter improbable, which is not
fashionied- and regulated efter his idens. A
succeeding writer is neither at liberty to relate
matters of fact, which no one thinks credible,
nor to feign afresh for himself. In this case,
again, all that the most original genius has to
do, is to imitate. ‘We have been- told that
the second book of the AENEIS was translated
from Pisander®. Another thinks, it was taken
from the viTrLE:1L1ADY. Or, why confine
him to either of these, when MerroDORUS,
Svacrus, HEGESIANAX, ARraTus, and others,
‘wrote poems on the taking of Troy? But
granting the poet (as is most likely) to have
had these originals before him, what shall we
infer from it? Only this, that he took his
principal facts and circumstances (as we " see
he was obliged to do for the sake of probabi-
lity) from these writers. And why should
this be thought a greater crime in him, thah

8 Macerosius, V. Saturnal.
b Inguiry into L. &e. of Homer, p. 819.

N >
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in Povvenarvs; whe, in his famous picture
on this swhjeet, wee under the negessity, and
for the same regson; of collecting his subject-
matier from several poets©? -

. It follows, from these considerations, that
we cannot justify ourselves in thinking so
hardly, as we commonly do, of the class of
imitaters ; -which is, now, by the concurrence
of various circumstances, become the necessary
character of almost all poets. Nor let it be
any concern to the #rue poet, that it is so,
For imitatiens, when. real and confessed, may
still have their merit; nay, I presume to add,
' sometimes a greater merit, than the very ori-

. ginals on which they are formed: And, with
the reader’s leave (thaugh I am hastening to a
conelusion of this long discourse), I will detain
him, one moment, with the regsons of this
. opinion.

After all the praises that are deservedly given
" to the novelty of a subject, or the beauty of
- design, the supreme merit of poetry, and that
.which more especially immortalizes the writers
of it, lies in the execution. It is thus that

.c Mem‘ dc td“du d& I’!&'ﬂ'ipt. ‘\’C. tom. vi- Pc .“50’
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the poets of the Augustan’ age have not so
properly excelled, as discredited, ali the pro-
ductions of their predecessors; and that- those
of the age of Louis XIVt® not only obscure; .
but will i in process of time obliterate, the fame

and memory of ‘the elder French writérs. -Or,

to see the effect of masterly execution in single

instances, hence it is, that Lucilius-not only

yields to Horace,: but would -bealmost for-

gotten by us, if it had not been:for the honour

his imitator has done;him.  And: nobody needs

be told. the ddvantage which Pope is likely to

haye over all our older satirists, excellent. as

some of them are; and: more entitled than ‘he

to the hionour of being - inventors. We have

heré, then, an - established’ fact. . The  first

éssays of genius, though ever so/original, are

overlooked; while the later productions - of .
men,” who had never risen to such. distinction

but by means of the very originals they dis-

grace, obtain the applause and admlratlon of

- all'ages. ~

The solution of this fact, sonoterious, and,
at'the same time, so contraty, Ain~appeafa\‘née,
to the honours which men are' disposed to. pay
to original invention, will open the mystery
of that matter we are now considering.
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~~The" faculties] or," as we may -alimiost term
them, the magic powers, which ope the palace

¢f éternity to- great writers; are a mﬁrmed -

ﬂdgmmt and ready inventwn

‘ Now the ﬁrst" is seen to most advantage, in
selecting, out of iall preceding stores, the’par-
ticulars that' are most suited to' the nature of
‘a poet’s work; . and.the ends of poetry. ‘When
true genius_has .exhausted,. as it -were,. .the
various manners, in which a work of art may
be conducted, and the various ‘topics which
may be employed to adorn 1t Judgment is in
its province, or rather soverelgnty, when it

. determinés which of all these is to be preferred .
and which neglected. In' this sense, as well

as others, it will be most true, Quod artis pars
magna contmeatur zmztatume

Nay, by means of this dlscemment, the very
topic or methed, which had no effect, or per-
haps an ill one, under one managwement orin,
one situation, shall charm every reader, in.
another. And by force of Judgmg right, the

copler shall ‘almost lose his tntle, and become

an mventor

Taatnm de, medw sumptls acoed;t&nonohs.

.



" . But imitation, though it give mest ¥oem to.-
thedisplay of judgmaent, does net exclude the
exercise of the other faculty, inventian, Nay,
it requires the.mest dextrous, perhops the
most difficult, exertion of this faculty. For
consider how the <case stgnds. When we
speo]: of an imitatar, we do notlpeak,aﬂn
poet says, of .o

A barren-sphited fellow, one who feeds

On ubject erts, andmwuons-—- -

but of one, who, in aiming to be hke, con-

tends also to be equal to his original. To
attain to this eguality, it is vot enough that
he select the best of those stores which are
ready prepared to his hand (for thus he would
be rather a skilful borrower, thag 3 successful
imitator) ; but, in taking something from .
others, he must add much of his own: he
must improve the expression, where it is de-
fective or barely passable: he must t,hmw fresh
lights of fancy on a common image : he must
strike out new hints from a vulgar sentiment.
- Thus, he will complete his original, wb.epe he
finds'it imperfect: he will supply. its omissions :
he will emulate, or rether surpass, its thth
beauties. Or, in despair of this last, -we shall
find bim takimg u different ronfe; piving us
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"an amwnlent in a beauty of ancther kind,
which yet he extracts from some latent inti-
_ mation of his author; or, where his purpose -
requires the .very same representation, giving
" it a new form, perbaps a nobler, by the turm
of his application. : ; .

But all this regnires not only the  truest
Judgment but the most delicate operation of
inventive genius. And, where they both meet
in a supreme degree, we sometimes find an
-adseired original, not only excelled by his

" imitator, but almost discredited. Of which,

if there were no other, the sixth book of Virgil,
I mean. taking it.in the light of an imitation,
isan !mmortal instance.

Tluu mach 1 could not forbear saying on
the meri¢ of successful imitation. As.to the
necessity of the thing, hear the apology of a
great Poetg for himself. < All that is left us,
“ says this original vflriter, is to recommend
“ our preductions by the imitation of the an-
“ cients: snd it will be found true, that, in
“ every age, the highest character for sense
% and learning has been obtained by those who
¢ have been the most indebted to' them. For,
“to say truth, whatever is very good sense,

- % must have been ‘common sense in all times;

13
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« and what we call learning is-but the know-
“ ledge of our' predecessors. Therefore they
* who' say our thoughts- are not our’ own, be-
“ cause- they resemble the ancients, may as
« well.say, our faces are not' oar own, because
“ they are like our fathers: and indeed it is
“ very upreasonable, that people should expect
“ us to be scholars, and yet be mgry to ﬁnd
% us so“ ”

He"hdds,‘ <« I fairky confess, that T have

- ¥ served myself all I could by reading :” where

the good sense of the practice, is s conspicuous,
as the’ mgenmty, 50 becoming the ‘grextness of
his chdracter, in confessing it. “ For, when a
writer, who, as we have seen, is driven by so
many powerful motives to the imitation of pre- .
ceding models, revolts against. them all, and
détermines, at any rate, .to be original, no-
thing can be expected but.an aukward straining

' in every. thing. Impreper wmethd, forced

conceits, and dffected expression, are the cer-
tain issue of such obstinacy. The business is
to be unlike; and this he may veryipossibly -

. bey but at the expence of. gracefal ease and ~
. true beauty. For he puts himself, at -best,

-

into- a convulsed, unnatural state; and it is -

.'d Yir. Pope's Preface to his Works: -,
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‘well, if he:be not forced, beside his purpose, -
to leave..common sense,. as well as his dnodel, .
behind . him. - --Like' ong- whio would break
loose from an impediirient,::which heolds: him
fast ;- the' very. endeavour to get :clear.of: it
throws him 'into’ uneady attitudes,. and:bidlent
contorsions; - and, - if he gain 'his liberty at
last,® it is :by an effort, which.carries him
much further: than. the . ?omt bhe would ‘wish
to stop ‘dt..

And, that the reader Iﬂay not suspect me
of asserting this without experience, let' me
exemplify what‘ has been here said in the case
of a very- eminent. person, who, with all the
advantages of art and nature that could be
required -to adorn ‘the . true poet, was . ruined
by this single error.. The person I mean was
Sir ' WiLLiam IDD’AveNanT ; whose - Gondibert
will - remain a,'perpetual monument .of: the

‘mischiefs, . which must ever arise from.this

affectation of originality in- lethenedand‘,politt
poets. : '

. The grest anpthor, when he projeoted b -
plan-of an heroic poem, was so far from' in-
tending to steer his course by erample, that
he sets -out, in his prefacé, with upbraiding
the followers of Homer, as a base and timorous
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evew of -caasters, who would mot adventure to
. Jannch forth :on the vast ocean of invention.
~ For, speaking of this poet, he observes,  that,

# as *sea marks .are chiefly nsed to coasters,
 gred serve not those who have the ambition
% of discoverers, that love to mil in’ untried
% geas ; 30 he hath rather proved a guide for
# those, whose satisfied wit will .not veniure
*beyond the track of others; than to them,
« who affect a new and remote way of thinking;
“ who esteem it a deficiency and meanness of
“ mind, to'stay and depend upon the authority
. % of example®.”

And, afterwards, he professedly makes hie
own merit to consist in * an endeavour to lead
# truth through unfrequented and new ways,
“ and from the most remote shades; by repre-
¢ senting nature, though not in an affected,

“ et in an unuswal dress’.” These were the
principles he went upon: let us now attend to
the success of his endeavours,

The MerHOD of his work is defective in
many respects. To instance in the two fol-
lowing. Observing the large compass of the

¢ Pref. to GoxpieEsT, p. 2. Lond. 1651, 4te,
f Tbid. p. 30. ~
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sncient epic, for which he saw 1o canse in
nature, and which, he supposed, had been
Hollowed merely from a blind deference’ to. the
authotity of the first model, he resolved to
construct an heroic poem on the narrower and,
as he conceived, juster plan of the dramatic
poets. And, because it was their practice, for
the purpose of raising the passions by a close
"accelerated plot, and for the convenience of
- represewtation, to conclude their subject im
Jve acts, he affects to restrain himself within
the same limits. The event was; that, cutting
himself off, by this means, from the opportur
nity of digressive ornaments, which contribte -
. so much to the pomp of the epic poetry; and,
what is more essential, from the advantage of
the most gradeal and circumstantiated narra-
tion, which gives an air of ¢rith and reality -
to the fable, he failed in accomplishing the
proper end of this poem, ADMIRATION; pro-
duced by a grandeur of design 20d variety of
important incidents, and sustained by all the
energy and minute particularity of description.

2. It was essential to the ancient epos to
raise and exalt the fable by the intervention of
supérnatural agency. This, again, the poet
mistook for the prejudice of the affected imi-

. tators of Homer, “who had so often led them
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< into heaven and hell, till; by - conversation
¢ with gods and ghosts, they sometimes de-
¢ prive: us ‘of those . natural probabilities . in
¢ story, which are instructive. to human  lifes.”
. Here then:he would: needs be original ; and :so,
_by recording only ihe affairs . of men, hath
- fairly omitted a necessary part of the epic plan,
and that’ which, of all others, had- given the
' greatest state and magnificence to its construc-
tion. Yet here, to do him justice, one. thing .
deserves our commendation. It had been the
way of the Italian romancers, who were at that
time the best poets, to run. very much into
prodigy -and . enchantment. -- © Not only to
% exceed .the work, but also the possibility of
“ nature, they would have impenetrable armors,
“ inchanted castles, invulnerable bodies, iron
“men, flying horses, and a thousind other
¢ guch things, which are. eadily feigned by
< them that dareb.” . These conceits, he rightly
saw, had too slender:a foundation in the serious
belief. of his age tojustify a relation of them.
. Aad had he only dropped these, his condpct
had been without blame. " But, as it is the
weakness of human. nature, the observation of
. this extreme determined him to, the other, of
..-& :Pref. to GonpiserT, p. 3, Lond, 1651, 4to,
. b Answer to the Preface, p. 81.
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» admlttmg nothmg, "however well estabhshed in -
. the geneml opinion, that was- supematural

-And as hete he dxd too mueh §o.in anothet
respect, it may be observed, he did too little.
The romancers, -before spoken of, had carried
their notions of gallantry in ordimary life, as
high, as they had dene those of prefernatural

agency, in their marvellous fictions. Yet here
- this original genius, who was not to be: held
by the shackles of superstition, suffered him-
self to be entrapped in the silken net of love
and honour. And so hath adopted, in his
draught of characters, .that elevation of .senti-
ment which a change of manners coiild not but
dispose the reader to regard as funtastic in.the
Gothic romance, at the same time that he re-
jected what had the truest grace in the anclent
epic, a sober mtermwture of relwzon

The. execution of his poem was answerable
to the general method. His SENTIMENTS are
frequently forced, -and so tortured by an affece
tation of wit, that every stanza hath the.air of
an epigram, - And the ExPRrEssioN, in which.he
cloaths them, is so quaint and figurative, as turng
- his description almost-into a continued riddle.

. Such-was the eﬁ'ect of - a studious ‘affectation
of originality in a writer, who, but_for this

¢
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miscondact, had been in the first yank of our
poets. His endeavour was to keep clear of the
models, in which his youth had been instructed,
and which he perfeetly understood. . And-in
this indeed he succeeded. But the success Jost
him the possession of, what his large soul ap-
pears to have been full of, a true and permanent
glory ; which hath ever arisen, and ean only
arise, from the unambitious simphicity of ma-
ture ; contemplated in her own ptq’sei* forms,
. or, by reflerion, in the faithful mirvor-of those

very models, he so much dreaded. ,

Iu sbort, from what hath been here advanced,
and especially as confirmed by so uncommon
an instance, I think myself entitled to come it
once to this general conclusion, which they,
. who bave a comprehensive view of the history
of letters, in their several periods, and a just
discernment to estimate their state in them, will
hardly dispute with me, « that, though many
“ causes concur to produce a thorough degene-
“ racy of taste in any country; yet the princi-
¢ pal, ever, is, THIS ANXIOUS DREAD OF IMITA-
{ TION IN POLITE AND CULTIVATED WRITBRS.”

And, if such be the case, among the other
uses of this Essay, it may perhaps serve for a
seasonable admonition to the poets of our time,
%o relinquish their vain hopes of eriginakity,
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and turn themselves to a stricter imitation of
the best models. 1 say, a seasonable admoni-
tion ; for the more polished a nation is, and
the more generally these models are understood,
the greater danger there is, as was now ob-
served, of running into that worst of literary
faults, affectation. But, to stimulate their
endeavours to this practice, the judgment of
the public should first be set right; and their
readers prepared to place a just value ‘upon it.
In this respect, too, I would willingly contri-
bute, in some small degree, to the service of
letters. For the poet, whose object is fame,
will always adapt himself to the humour of
those, who confer it. And till the public taste
be reduced, by sober criticism, to a just
standard, strength of genius will only enable
a writer to pervert it still further, by a too
successful compliance with its vicious expec-
tations. 0
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DISSERTATION 1V.
THE MARKS (_)Fk IMITATION.

* ———e—

TO MR. MASON,

I nave said, in the discourse on PorricaL
IMITATION, * that coincidencies of a certain
“ kind, and in a certain degree, cannot fail to
« convict a writer of Imitation®.” You are cu-
rious, my friend, to know what these coinci-
dencies are, and have thought that an attempt
to point them out would furnish an useful
Supplement to what I have written on this
subject. But the just execution of this design
would require, besides a careful examination
of the workings of the human mind, an exact

* P14,
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scrutiny of the most ongmal and most imitative
writers. And, ‘withall your partlallty for me,
can you, in earnest, think me capable of ful-

filling the first of these conditions; Or, if I

were, do you imagine that, at this time o’ day,
I can have the leisure to perform the other

My younger years, indeed, have been spent in

turning over those authors which young men are

most fond of; and among these I will not dis-

‘own that the Poets of ancient and modern fame
“have had their full share in my affection. But

you, who love me so well, would not wish

me to pass more of my life in these flowery

-regions; which though you may yet wander

in ‘without offence, and the rather as you

wander in them with so pure a mind and to so

moral a purpose, there seems no decent pre-

tence for me to loiter in them any longer.

Yet . in saying this I would not be thought
to assume that severe character; which, though
sometimes the garb of reason, is oftmer, I
" believe, the mask of dulness, or of somethlag
worse. No; I am too sensible to the charws,
" pay to the uses of your profession, to affeet a
contempt for it. The great Roman eaid well,
Haec studia adolescentiam alunt ; semectutens
oblectant. We make a full meal of them in
our youth. And no philosophy requires so
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peifect s mortification as that we should Wwholly
_abstain from them in our riper years. But
should we invert the observation; and take
this light food not as the refreshment only, but
os the proper. mourishment of Age; such a
name as Cicero's, I am afraid;, would he
wanting, and not eanly found, to Juitlfy the

ynctwe..

- Lct us own then, on a greater authority than
His, “That every thing is beautiful in its
“ sepson.” * The Spring hath its buds and
blossoms : But, as’ the year runs on, you are
not displeased, perhaps, to see them fall off;
and would certainly be disappointed not to find
them, in due time, succeeded by those mellow
hangings, the poet somewhere speaks of,

I could alledge still graver reasons. But I
would only say, in ope word, that your friend
" has had his share in these amusements. I may

vecollect with pleasure, but must never live

over again .

* Pieriosque dies, et amantes carmina somnos.

Yet something, you insist, is to be done; and,
if it amount to no more than a specimen or
slight sketch, such as my memory, or the few
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notes I have by me, would furnish, the design;
you think, is nat totally to be relinquished.

I understand the danger of gratifying you on .

these terms. Yet, whatever 1t be, I have no
power to excuse myself from any attempt, by
which, yon tell me at least, I ‘may be able to
gratify you. I will do my best, then, to draw
together such observatiens, as I have sometimes
thought, in reading the poets, most material
for the certain discovery of Fmitations. And

I address them to vyou, not only as you are -

the properest judge of the subject; you, who
understand so well in what manner the Poets

are us'd to imitate each other, and who .your-

self so finely imitate the best of them ; But'as
I would give you this small proof of my affec-
tion, and have perhaps the ambition of pub-

fishing to the world in this way the entire .

friendship, that subsists between us.

You tell me I have not succeeded amiss in
explaining the difficulty of detecting Jinite-
tians. The materials of poetry, you own, lie
so much in eommon amongst all writers, and
the several ways of employmg them are so much
under the controul of common sensg, that
wntlntrs will - in many respects ' be similary
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where there is no thought or design of Imi-
tating. I take advantage of this concession
to conclude from it, That we can seldom pro-
nounce with certainty of Imitations without
some external proof to assist us in the .disco-
very. You will understand me to mean. by
these external proofs, the previous knowledge
we have, from considerations not respecting
-the Nature of the work itself, of the writer's
ability or inducements to imitate. Qur first
énquiry, then, will be, concerning thenAve,
Character, and Education of the _supposed
Imlmtor

. We can determine with little certainty, how
far the principal Greek writers have been in-
debted to Imitation. - We trace the waters of
Helicon no higher than to their spurce. And

~ we acquiesce, with reason, #n the device of
the -old painter, you know of, wha somewhat
rudely indeed, but not absurdly, drew the
figure of Homer with a fountain streaming.
out of hls mouth, and the other poets watermg
at it.

' Hither, .as to their fountain, other Stars
Repairing, in their golden urns draw light. ~

The Greek writers then were, or, for any
thing we can say, might be Original. -
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But we can rarely affirm this of any ether.
And the reason is plain. When a taste for
letters prevailed in any country, if it arose et
first from the efforts, of original thinking, it

was immediately cherished and cultivated by .

~ the study of the old writers. You are too welt
‘acquainted with the progress of ancient and
-modern wit to doubt of this fact. Rome adorned
itself in the gpoils of Greece. And both as-
sisted in dressing up the later European poetry.
- What else do you find in the Italian or French

Wits, but the old matter, worked over sgsin ;
only presented to us in a new form, snd em-
bellished perhaps with a conceit or two of
‘mere modern invention ?

But the Englich, you say, or rather, your

fondness for your Masters leads you to sup-
pose, are original thinkers. °Tis true, Nature
has taken a pleasure to shew us what she could
" do, by the productlon of ONE Prodngy But
the rest are what we admire them for, not
indeed without Genius, perhaps with a larger
ghare of it than has fallen te the lot of others,
yet directly and chiefly by the discipline of -art
and the helps of imitation,

The golden times of the English Poetry
were, undonbtedly, the relgm of . our two
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fueens. Invention was atits height, in the ones
snd Correctness, in the other. In both, the man-
ners of a court refin'd, without either breaking
or corrupting the spirit of our poets. But do
you forget that Erwzaneru read Greek and
Latin almost as easily as our Professors? And
cet you doubt that whaet she knew so well,
would be known, edmired, and imitated by
every other?: Orsay, that the writers of her
time were, some of them, ignorant enough of
the jearned langusges to be inventors; can you
suppose, from what you know of the fashion
of thet age, that their fancies would not be
sprinkled, and their wits refreshed by the
-~ gseences of the Italian poetry ? .

1 eearcely need say a word of our orsrx
Queen, whose reign was unquestionably the
wra of classic imitation and’ of classic taste,
Even they, who had ‘never been as far as
- Greece or Italy, to warm their imaginations
or stock their memories, wht do both to a
tolerable degree in France; which, though it
bowed to our country’s arms, had almost the
ascendant in point of letters,

1 mention these things only to put you in
waind that hardly one of our poets has been in
» eondition to do without, or certainly be above,
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the suspici’on‘ of learned imitation. And the-
observation is so true, that even in this our
age, when good letters, they say, are departmg
from us, the Greek or Roman stamp is still
visible in every work of genius, that has taken
with the public. Do you think orie needed to
be told in the title-page, that a late Drama,
or some later OpEs were formed on the ancient
*model ? | .

The drift of all this, you will say, is to over-
turn the former discourse; for that now I pre-
tend, every degree of likeness to a preceding
writer is an argument of imitation. Rather,
if you please, conclude that, in my opinion,
every degree of likeness is exposed to the sus-
picion of imitation. To convert this suspicion
into a proof, it is not enough to say, that a
writer might, but that his circumstances make
it plain or probable at least, that he did, imi-
tate.

-

 Of. these circumstances then, the first 1
should think deserving our attention, is the
AGE in which the writer lived. One should
know if it were an age addicted to much study,
and in which it was creditable for the best
writers to make a shew of their reading. Such
especially was the age succeeding to that me-
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morable ‘®ra, the revival of letters in these
western countries. The fashion of the time
was to interWeave as much of ancient wit as
possible in every new work. - Writers -were so
far from affecting to think and speak in their
own way, that it was their pride to make the
admired ancient think and speak for-them.
This humiour cortinued very long, and in
some sort even still continues: with this dlf-
ference indeed, that, then, the ancients were
introduced to do the honours, since, to do the
drudgery of the entertainment. But.several
canses' conspired to. ‘carry it to its height in
England about the beginning of the last cen-
tury. You may be sure, then, the writers of
that period abound in imitations. The best
poets boasted of them.as their sovereign excel-
lence. And you will easily credit, for instance,
that B. Jonson was a servile imitator, when
you find him on so many occasions little better
than'a painful translator.

I foresee the .occasion I shall have, in the
course of this letter, to weary you with cita-
tions: and would not therefore go out of my
- way for them. Yet, amidst a thousand in-
" stances of-this sort in Jonson, the following,
I fancy, will entertain you, The Latin verses,
" youknow, are of Catullus.
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Ut flos in septis seeretus nascitur hortiy,
. Xgnotus pecori, nullo convulsus aratro,
Queui mulcent auree, firmat sol, educat imber,
* Multi illum pueri, multe optavera puelle.
Kem, quum tenui carptus defloruit ungui,
Nulli illum pueri, nulle optavere puelle.

It came in Jonson's way, in one of his masks,
. to translate this passage; and observe with
"what industry he has secured the sense, while
~ the spmt of his author escapes him.

Look, how a flower that close in closes grows,

Hid from rude eattle, bruised with no plows,

- Which th’ air doth stroke, sun strengthen,
show'rs shoot high'’r,

It many youths, and many maids desire;

The same, when cropt by cruel hand, is wi-
ther'd,

No. youths at all, no majdens have desir'd.

—1It was not thus, you remember, that Ari-

o0sto and Pope have translated these fine verses.
But to return to our purpose: ‘

To this consideration of the Age of a writer,
you may add, if you please, that of his Epu-
cation. Though it might not, in general, be
the fashion to affect learning, the habits ac-
. quired by a particular writer might dispose
him to do so. What was less esteemed by the
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enthusiasts of Milton’s time (of which however -
he himself was one of the greatest) than pro- |
phane or indeed any kind of learning? Yet we,
who know that his youth was spent in.the
study of the best writers in every language,
want but little evidence to convince us that his
great genius did not disdain to stoop to imita~
tion. You assent, I dare say, to Dryden’s
compliment, though it be an invidious one,
¢ That no man has so copiously translated
¢ Homer’s Grecisms, and the Latin elegancies
« of Virgil.” Nay, don’t you remember, the
other day, that we were half of a mind to give
him up for a shameless plagiary, chiefly because
we were sure he had been a great reader.

But no good writer, it will be said, has
flourished out of a learned age, or at least.
without some tincture of learning. It may be

-s0. Yet every writer is not disposed to make .
the most of these advantages. What if we pay.
some regard then to the cHARACTER of the
writer? A poet, enamoured of himself, and

" who sets up for a great inventive genius, thinks

much to profit by the sense of his predecessors,
and even when he steals, takes care to dissemble
his thefts, and to conceal them as much as pos-
sible. You know I have instanced in such «
poet in Sir William D’ Avenant. In detecting



256 ON THE MARKS

‘the imitations of such a writer, one mfust then
proceed with some caution. But what.if our
concern be with one, whose modesty leads him
to revere the sense and even the expression of
approved authors, whose taste enables him to
select the finest passages in their works, ‘and
whose judgment determines him to make a free
use of them? Suppose we know-all this from
common fame, and even from his own con-
-fession; would you scruple to -call that an imi-
tation in him, which in the other might have
passed for resemblance only ?

- As the character is amiable, you will be
pleased to hear me own, there are many mo-
dern poets to whom it belongs. Perhaps, the
first that occutred to .my thoughts was Mr.
Addison. But the observation holds of others,
and of one, in particular, very much his supe-
rior in true genius. I know not whether you
* agree .with me, that the famous line in the
Essay on Man ;

“ An honest man’s the noblest work of God,
is takenfrom Plato’s, Ilavrwy isparardy égmw
dvlgwmos o ayalog. But I am sure you will

that the still more famous lines, which shallow
men repeat without understanding, -



OF TMITATION. *e3y

¥ Fot-modes of Faith let graceless zealots fight,

o His, cant ‘be- wrong whose hfe xs Ain the
nght SE

are but copied, tbough with vast nnprovement
in the force and turn of. exgressmn, from the
excellent and, ‘let it be no dlsparagement to
~ him to say, from .the. orthodox. Mr. C‘owley
‘The poet is speaking of his friend CRAsHAw

« His Faith- perhaps.in some nice tenéts might
“ Be wrong; his life, Fm.: sm'e, was in :the
right,” : :

" Mr. Pope, who fourid hiinself in the same
circymstances with Crashaw, and had suffered
no doubt from the like uncharitable construc-
tions of graveless %eal, was very natura}ly

tempted to adopt this candid ‘sentiment, and '

to give it the further heightening of his own
- spirited expresswn.

Let us see- then how far we ate got in this
inquiry. We may say of the old Latin' poets,
that they all came out of the Greek schools.
It is as true of the moderns in this part of the
world, that’ they; in general, have had their

breeding in both the Greek and Latin. But .

~ when the question is of any particular writer;

how far arid in what instances you may presurne. -

VOL. IL. S . g
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on his being a professed imitator, much will
depepd on the certajn knowledge you have of
his Age, Education, and Character. When
all these circumstances meet in one maun, as
they have done in others, but in none perhaps
so- eminently as in B. Jonson, wherever you
~ find an acknowledged likeness, you will do -
-him no 1nJustxce to call it imitation.

Yet all this, you say, comes very much short -
of what you require of me. Youwant me to
specify those peculiar considerations, and even
to reduce them into- rule, from which ome may
be authonsed. in any instange to pronounce of
1mwat10ns It is not enough you pretcnd, to
say of any passage in a celebrated peet, that it
most probab]y was taken from some other. In
your extreme J@lousy for the credit of your
order, you call upon me to shew the dxstmct
marks which convict him of this commerce.

In -2 woypd, Yon neqmre me to}-turn to the.
poets to gather 3 number of those passages 1
call Imitations; and te point to the circume
stances in each that prove them to be so. 1
attend you, thh pleasure in thna amusmg
observe any stnct method in our ramhlmggr
And yet we wxll not wholly neglect it,
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* Perhaps then we shall find undoubted mazks

of Imitation, both in the. SExmMENT, and
Exrnssxon of great writers.
To begm wrtl\ such conndemt:ons as are

- most GENERAL. ¢

L 'An‘identity of the subject-matter of
- poetry is no sure evidence of Imitation: and
least of all, perhaps, in natural deseription.
. Yet where the local peculiarities of nature gre

to be described, there an exact conformityjof - -

the matter will evince an imitation.

Descriptive poets have ever been fbp’t'l: of
lavishing all the riches of their fancy 6h'tlfe
Spring... But the appearances of this primg of
the year are so diversified with the. climate,
that descriptions of it, if taken directly from
pature, must needs be very cﬁﬁ'erent The
Greek and Latin, and, since them,.the Pro-
~ wyencial poets, when they insist, as they: a.lways
do, ou the indulgent softness of this season, .its
genial dews and fostering breezes, speak no-
thmg but what is sgreeable to their own expe-
tience and feeling. Ce e

It ver; et Venus; et .Veneris praenuntlus anté |

Pinnnun gndxtqr nghyrnnetﬁgn pmpﬁtr
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Flora qmbus mater praespergens anté vra‘i

......

S

Venus, or the spmt of love, is represented

<hy those poets’ as brooding o'er this delicious
-season ; ) :

_ Rura foecundat voluptas : rura VENEREM sen-
- tmnt ' :
: Ipsa gemimas purpurantem pingit annumh ﬂoﬁ'-
’ bus:
" Tpsa surgentis papxllas de Fivoni spmtu
* Urguet in toros tepentes ; ipsa roris lucidi, &e.

and a great deal more to the same purpose,
~which eyery- one recollects in the old classic
.and in the Provencial poets.

But when we hear this_ ]anguage from the
more Northem, ‘and particularly our ‘English

bards, who perhaps ‘are shwermg with the
blasts of the North-east at the very tlme their
lmagmatlon ‘would warm, 1tse1f w1th these no-
txons, one is ceértain this cannot be the effect
‘of observation, but of a sportful fancy; eni-
‘chanted by thé native loveliness of these exotic
‘images, and charmed by the secret msensxble
power of imitation. -

And to,shew the, eertamty of thmconelunm,
Shakespear, we may phserve, who had none of



QF_IMITATIONG 24

this classical or:Pravericial 'bias. on .liis mind;
always describes, nat a Greek;. or ltalisn; .or
Provencial, but an English Spring; where we:
meet” with .many - unamiable- characters;. ‘dad,
among the rest, instead of Zepliyr or: Favonius;
we. have the bleak North-east, - that mps the

blobmmg zqfants qf ‘the. Sprmg.

But there are. o&ber obvms examples Jn |
Cranmer’s prophetic . speech, : at. the end:.of
" Henry VIIL when the poet makes. hiin say of
Queen Elizabeth, that, .

"« In her days ev’ry man’shall'eat with safety
"« Under his own vine what he plants "

and of King James, that,

«.He shali flourish, .

« And, like a: mountain Cedar, ‘reach his
“ branches '
“ To all the plains about him”+~

lt is easy to see that his #ine and Cedar are
not of English growth, but transplanted from
~ Judea. I do not mention this as-an -impro-
priety in the poet, who, fur the greater solem-
nity of ‘his prediction, and even from a prin-
ciple of decorum, makes his Arch-bishop fetch
his ‘imagery from -Scripture. I only take no-,
tice of it as.a certain argument that the imagery.
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. yhas ot hnsown, that i u, notsuggutedbyhu ‘
oW obisesvation d‘ mtnre.

Theoue yousee, mbhese instances,  is the
sume as if an English landskip-painter should
, choose to decorate his Scene with .an Italian
.- sky. 'The Connoisseur would say,  he had

- copied this particular from Titian, and not

from Nature. I presume then to give it for a
certain note of Imitation, when the propertict
of one clime are given to another.

1L You will draw the same conclusion
.whenever you find  The Gemus of one peaple
¢ given to another.”

L Plautus' givec\'us ‘the following true pic-
ture of the Greek manners :

. —In hominum aetate multa eveniunt huJus-
modi—
Irae intervéniunt, redeunt rursum in gratiang.
Verum irae siquae forte eveniunt hujusmodi,
. Inter eos ‘Tursum si reventum in gratiam est,
. Bxs tanto amici sunt inter se, qum prius.
AMPHYT. A. ur. S 2

. You are better a.oquainted ,with the modern’
Italian writers than I am; but if ever you find
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any of them transferring this placability of
tenfler into’ ah eilogy of his countrymen,
conclude withott hesitation, that the sentiment
is taken.

2. The lite Editot of Jonson's works ob-
serves very well the improptiety of leaving a
“trdit of Italian manners in his Every man in
his humour, when he fitted up that Play with
Eniglish ehardcters. Had the scéne been laid
otiginally in England, and that ¢rait been
given us, it had convicted the poet of Fmitation.

§. This attention to the genius of 2 people
will sometimes shew you, that the form of
eomposition, as well as particular sentiments,
comes from Imitation. An instance occurs to

. me as I am writing. The Greeks, you know,
were great haranguers. So were the ancient
Romins, but in & less degree. One is not

surprized therefore that their historians abound

in set speeches; which, in their hands, be-
eome the finest parts of their works.. But when
‘you find modern writers indulging in this
practice of speech-making,- you may guess
from what source the habit is derived. Would

. Machiavel, for instance, as little of a Scholar
. 88, they say, he was, have adorfied hiz fine
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history of Florence with so manyharangues,
if the classical ‘bias, imperceptibly, it may be, -
to himself, had not hung on his mind?

Another example is remarkable. You have
sometimes wondered how it has ‘come to pass
that the moderns delight so much in dialogue-
writing, and yet that so very few have suc-
ceeded init, The proper answer to the first
part of your enquiry will go some way, towards
giving you satisfaction as to the last. The
practice is not original, has no' foundation in,
the manners of modern times. It arose from

.. the excellence ‘of the Greek and Roman dia-

logues, which was the usual form in which the
ancients chose to deliver their sentiments on
any subject,

Still another instance - comes -in my- way.
How happened it, -one may. ask, that Sir
PuiLip SYDNEY in his Arcadia, and afterwards
Seenser in his Fairy Queen, observed so un-
natural a conduct in those works; in which.
the Story proceeds, as it were, by snatches,
and with continual interruptions? How was the
* good sense of those writers, so conversant besides:
in the best models of antiquity, seduced inte
this preposterous ‘method? , The agswer, na
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doubt, is, that they were copying the design,
or disorder rather, of Ariosto, the. favounte
poet of that time,

IIL Of near akin to this contrariety o the '
genius of a people-is another mark which a
careful reader will observe  in the representa-
% tion of certain TENETs, different from those
“ which prevail in a writer’s country or time,”

1. We seldom are able to fasten an imita-~
tion, with certainty, on such a writer as
Shakespear. Sometimes we are, but never to

so much advantage as when he happens to --

forget himself in this respect. When Claudio,
in- Measure for Measure, pleads for his life in .
that famous speech,

Ay, but to die, and go we know not where;
To lye in cold obstruction, and to rot ;

_ This sensible warm motion to become
A kneaded clod ; and the delighted spirit
To bathe in fiery floods, or to reside

"In thrilling regions of thick-ribbed ice;
To be imprison’d in the viewless winds,
And blown with restless violence about
The pendant world—

It is plain that these are not the ,Sent'iments'
which any man entertained of Death in the
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Wwiiter's age or in that of the speaker, "We see
fn this passage a mixtute of Christian and
Pagan ideas ; all of them very sisveptible -of
_poetical ornament, and conducive to the argu-
ment of the Scene; but such a¢ Shakespear
had never dreamt of but for ergxl' Phitoiié
- hell; where, as we read,

aliae panduntur inanes
Suspensae ad ventos : aliis sub gurgite vasto,
. Infectum eluitur scelus, aut exuritur igni.
' Virg. 1. vi.

4. A prodigiously fine passige in Milﬁon
- may furttish another example of this sort,

. When Lust

By unchast looks, loose gestures, and foul talk,
But most by lewd and lavish act of Sin, '
Lets in defilement to the inward parts,’
The soul grows clotted by contagion,
Imbodies, and imbrutes, till she quite lose
The divine property of her first being.
Suchare those thick andgloomyshadows damp,
Oft seen in charnel vaults and sepulchres,
Ling'ring, and sitting by a new-made grave,
As loth to leave the body, that it lov'd,
And linkt itself by carnal sensuality -
To a degenerate and degraded state.

Mask at Lmllew Caaﬂe
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This philosophy of imbruted souls becoming
thick shadows is so remote from any ideas en-
" tertained at present of the effects of Sin, and
at the same time is so agreeable to the notions
of Plato (a double favourite of Milton, for his
own sake, and for the sake-of his being a -
favourite with his Ttalian Masters), that there
~ is not the least question of its being taken from
the Puazpo. -

H roasry 'meﬁ Bagiveral re wal #axeras
wdAw €ig 7o Gpariy Tiwey, Pibw T8 dedds Te
xal 36, wep) T& pyipata xal T8¢ TdPes xvAiv-
Sopdvy: wrep) & 31 xad B0l droa Yuyedy sxioedi
Qavrdopara, ole wagiyovreas ai Tebras Yuyeld
B, ol p1) xadagdg dEorvdeizes ——

There is no wonder,. now one_sees the foun-
tain Milton drew from, that, in admiration of
~ 'this poetical philosophy (which nowrished the

' fine spirits of that time, though it corrupted
some), he should make the other speaker in

> scene cry out, as in a fit of extasy,

How charming is divine philosophy! .
Not harsh, and crabbed, as dull fools suppose,
But musical as is Apollo’s lute,’

And a perpetual feast of nectar'd sweets,
‘Where no crude surfeit reigns—

"+ The very. ideas which Lord SHAFTESBURY has |
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employed in his encomiuts on- the Platonic
philosophy ; -and the very: language which Dr.

Henry More would have used, .if he had
known toexpress himeelf so soberly

3. Having said so much of Plato, whom: the'
Halian writers have helped to make ‘known to
Rs, let me- just ohserve one thing, to our pre-
sent purpose, of those Italian writers -them-
selves. One of their peculiarities, and almost
the first that strikes us, is. a certain- sublitne
mystical air. which runs through -all their fic~
tions, We find them a sort. of philosophicel
- fanatics,. indulging themselves in strange con-
ceits “ concerning the Soul; the chyming of
« celestial orbs, and presiding Syrens.”  One
may tell by these marks, that they doted on
the . fancies of ‘Plato; if we. had not, besides,
direct evidence. for ‘this conclusion. Tassa
seys of himself, and he applauds the same
thing in Petrarch,  Lessi gid tutte Yopere di
« Platone,. ¢ mi rimassero molti semi ‘nella:
“menta della sua dottrina.® I take these
words from Menage, who has much more to
the same purpase, in his elegant observations ,
on the Amintas of this poet.

One sees then where Milton had been for
that imagery in the Arcapss, '
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then listen I
" To-the celestial Syrens’ harmony,
“That sit upon the nine enfolded spheres .
And sing to those that hold the vital shears, -
And turn the adamantine spindle round,
* On which the fate of Gods and men is wound.’

The best comment on these verses is a pas-
'sage in the x® Book of Plato’s Republic, where
‘this whole system, of Syrens quiring to the
fates, is explained or rather delivered.

1V. We have seen-a Mark of Inutatlon, ih
the allusion of writers to certain strange, and
‘foreign tenets of philosophy. The observation
_may be extended to all those passages (which
are innumerable in our poets) - that allude to
the rites, customs, language, and theology of
Paganism.

Itis true; indeed, this Species of Imitation
is not that which is, properly, the subject of
this Letter. The most original writer is al-
lowed to furnish himself with poetical ideas
. from .all- quarters. And the management of
-learned Allusion is to be regarded, perhaps, as
“one-of the nicest offices of Invention. Yet it
may-be useful to see from what sources a great
-poet derives his materials; and the rather, as
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this detection will semetimes account for the
manner in which he disposes of them. - How-
ever, I will but detain you with a remark or
two on this.class of Imitations.

1. ¥ observe, that even Shakespear ' himself
abounds in learned Allusions. How he came
by them, is anothér question ; though not so
difficult to be answeved, you know, as some
bave imagined. They, who are in such asto-
nishment at the learning of Shakespegr, besides
that they certainly carry the notion of his illi-
teracy too far, forget that the Pagan imagery
was familiar to all the poets of his time—
that abundance of this sort of learning was to
be picked up from almost every English book,
he could take into his hands—that many of
the best writers in Greek and Latin had- been
translated into English — that his conversation
lay among the most learned, that is, the most
paganized poets of his age—but aboveall, that,
~ if be had: never looked into books, or conversed
with bookish men, he might have learned
almost all the secrets of pagenism (so far, I
mean, as a poet had any use of them) from
the Masks of B. Jonson; contrived by that
poet with so pedantical an exactness, that one
is ready to take them for lectures and illpstra-
fions on. the ancient learning, . rather than.
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-exprcises of modern wit. The taste of the age,

much devoted to erudition, and still more, the
taste of the Princes, for whom be writ, gave 8
prodigious vogue to these unuatural exhibitions,
And the knowledge of antiquity, requisite te
‘succeed in them, was, I imagine, the reason
that Sbakeapem{ was not over-foad to try his
hand at thrse elghorate trifles, « Once indeed
he did, and with such spccess as to disgraoe
the very best things of this kind we find in
Jonson.  The short Mask in the Tempest is
fitted up with a classical exactness. But its
chief merit lies in the beanty of the Shew, and
the richness of the poetry. Shakespear was so
- sensible. of his Superiority, that he could not
help exulting a little upon it, where he makes
Ferdinand say,

This is a most majestic Vision, and

Harmonious charming Lays—

"Tis true, another Poet, who possessed a
great part of Shakespear’s genius and all Jon-.
'son’s Jearning, has carried this courtly enter-
tainment to its last perfection But the Mask
at Ludlow Castle was, in some measure, owing
to ‘the fairy Scenes of his Predecessor; who
chose this province of Tradztwn, not only u' .
most suitable to the wildness of his vast creative
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imagination, but as the safest for his unlettered
" Muse to walk in: - For here he had much, you
know, to expect from the popular credulity,
“and nothing to fear from the classic superstition
of that time,

2. It were endless to apply this note of
imitation to other poets confessedly learned.
Yet one instance is curious enough to be just
mentioned. . '

Mr. Waller, in his famous poemt on the
victory over the Dutch on June 3, 1665, has
the following lines;

" His flight tow’rds heav'n th’ aspmng BELGIAN
took ;
But fell, like PuaeToN, with thunder strook :
From vaster hopes than his, he seem’d to fall,
" That durst attempt the Britisn Admiral ¢

From her broadsides a ruder flame is thrown,
Than from the fiery chariot of the Sun :

- 'THAT, bears THE RADIANT ENSIGN OF THE DAY}

* And ShE, the ﬂag that governs in the Sea.

He is comparing the British Admiral's s Ship to
the Chariot of the Sun. You smile at the
_quamtness of the conceit, and the ridicule he
falls into, in explaining it. But that is not
the question_at present. The latter, he says,
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‘bedrd the rawiant onsign of the day: The -
‘obhet; the emipn of nwval déminiek. We
understand kow propetly the English Flag is
here denominated. But what is that other
Ensigh'? The Skn- itself, it will be said.
Bat who; in our days, ever expressed the $wn
by sach a'periphrasis? The image is apipe-
rently - antiqde, a8d easily explained by those
who know. that askeiently the Sun was com-
monly emblemétided 'by & stairy et tadinte
Jigure; nay, that such a figure was placed
aloft; 46 uit ‘Brisign; over the Sun's ahdfzat\eer,
as 'we sy 'séé Th rbpvresematms of this sort oh
ncient Gems\ & Meduls,

~ From' his .ofiginal thew Mr. Ws}len im»
gery was eertadrly tallen; and it is properly
applied ‘in:'this place where he is speaking
of the Chariot of the Sun, snd Phaston's
fal? frorh €. But to rewove atl doubt in the
case, wé éik evell poist to thre very passage of
a Pagan poet, which Mr. Waller had in his
eye, or'rather translited.
" Proptered noctes hiberno tempore fongz
Cessant, dum veniat RADIATUM INSIGNE DIEf.
' ' Lucr. 1. v. 698.

Hare, you dee, the poets sllusion toadlass&e
xdechaslcdusmtheétsooveryofthemty

VOL. II. T
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‘passage from which it was taken. -And this
‘use a.learned reader will often make of the
.species of Imitation, here considered.

V. Great writers, you find, sometimes for-
get the character of the A4ge, they livein; the
principles, and: notions that belong to -it. .
¢ Sometimes they forget themselves, that.is,
¢ their own situation and character.” Another
‘sign of the influence of Jmitation.

1. When we see such men, as Strapa and
MARIANA, writers. of fine talents indeed, but
of recluse lives and narrow observation, chusing
to talk like men of the world, and aboundmg
in the 'most . refined..conclusions of the. cabinet,
we are sure that this character, which we find
‘s0 natural in a Cardinal pE RETz, is byt as-
-sumed by these Jesuits. - And we are not.sur-
-prized to discover, on examination, that their
best reflexions are copied from TaciTus,

On the other hand, when a man of .the
world took it into his head, the other day, in -
a moping fit, to talk Sentences, every body
" concluded that this was not the language of
the writer or his situation, but that he had been
~ poaching in'some pedant; perhapsin the Stoical
‘Fop, he affected so much contempt of, SEngca. |
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" 2. Sometimes we catch a great writer de-
-viating from his natural manner, and taking
“pains, as it were, to appear the very reverse of
"his proper character. Would you wish a
-stronger proof of his bemg seduced, at least
for the time, by the charms of imitation.?

- Nothing is better known than the easy, ele-
"gant, agreeable vein of Vorrure. Yet you
have read his famous Letter to Bavrzac, and
have been surprized, no doubt, at the forced,
quaint, and puffy manner, in which it is
written. The secret is, Voiture is aping Bal-
zac from one end of this letter to the other.
Whether to pay his court to him, or te laugh
-at him, or that perhaps, in the instant of
‘writing, he really fancied an excellence in the
"style of that great man, is not easy to deter-
mine. . An eminent French critic, I remem-
ber, is inclined to take it for a piece of mockery.
At all events, we must needs esteem it an
‘imitation. \

3. This remark on the tarn of a writér’s
genius may be further applled to that of his
temper or disposition. : ’

The natural misanthropy of Swift may ac-
<ount for his thinking and speaking very often
' T Q
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in the spirit of. RogrEroucaysr, witheut any
thaught of .taking from his Mazisms, -though
-he was ap adpirer of them. Bug if at apy
.timg we ohyerve o humane and. benevolent a -
.nan a8 Mr. Pope giving into this language,
we say of oourse, “ This is not his ows, hut @n
¢ assumed manner.”

Or what say you to an justince that exem-
Plifies hotli these observations tegetber? The
natarel amafiected turn of Mr. Cowley's wman-
ey, and the tender semsibility of his mind,
-are equally peen and loved in his prose-works,
“and in such of his poems as were written afier
& good model, or came from the heart. A
‘clear sparkling f4ncy, seftened with. a shade of
.melancholy, wade him, perhaps, of all ewr
poets-the mast capable of excelling in the ele-
ginc way, of- of touching us \p'any way where
% vein of easy languege and moral sentimient is
. mequired.  Who byt laments then to ses this fine
genius perverted by the prevailing pedantry of
his age, and cartied away, against the bias of
‘hig nature, to an emulation. of the raptupeus,
‘highespirited. Pindar ?

1 might give many more examples. ‘But
you will gbserve thew. in, yqur own reading.
k toke the firss that come to band only %
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explein my mediiitig, Which i, « That if you
find a coutse of sentimneiits o cast of tottiposi-
tion differerit from thbt, t6 which the wtitér's
. situdtion, - genlus, of doﬂ'mkxim would  ha-

turally lead him, you may well suspect Mm of \
imitdtion.” - .

< $till it may be; thése considerstions are ra-
the too getteral. I eoin¢ ty dthers wite pat-

tictlar aﬂd decmvé ‘ .

VI. It may be diﬁicult sometiiiés t& deétér-
mine whether, a gjngle sentiment or image be
derived or not.  But when we seg a eluster of
them in two writers, applied to, the same sab-
ject, one can hardly doubt that one- of them
has copied: from the other. = ., |

T P T I G4 -
‘A celebrated French moralist nmkes the
following reflexions, ‘-Quelle chimbdre afd-ee
~“donc que Thomme? Quelle nouvcp.uftﬁ,
« quel chaos, que"f quef de contradictwn?
< Fuge de toutes choses, lm gcxfe ver de terre ; 5.
 dépositaire du vrai, amas d'incertitide; gfoire,
¢‘et rebut de I'univers,”
Ptk tow to the E’ssa}/ on’ Man, and tell
fiie if Mr. ‘Pope did not wgrk up the. followm,g

.....

lines 6ut of these reflexions,
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¢ Chaos of thought and passlon, all confue'd ;
« Still by himself abug'd or disabus’d ;
¢ Created half to rise, and half to fall,

¢ Great lord of all things, yet a prey to all ;

“« Sole judgé of truth, in endless error hurl'd:.

“ The glory, jest, and riddle of the world. -

2. This conclusion is still ‘more certain,
when, together with a general likeness of sen-

‘, timents, we find the same disposition of the,

parts, especially if that dlSpOSlthll be in no
common form. _

% Sweet is the breath of momn, her rising
sweet

“ With charm of earliest birds: pleasant the
sun,

/% When first on thls delightful land he spreads

 His orient beams, on herb tree, fruit, and

" flow’r,
o Ghst'rmg with dew”—

and the rest of that fine speech in the IVth:

Book of Paradise Lost, which you remember

so perfectly that I need not transcribe more.

of it.

Milton’s fancy, as usual, is rich and exube-

rant; but the conduct and application of his,

imagery shews, that the whole passage was
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shadowed out of those ‘charming ‘but simpler’
lines in the DANAE of Euripides.

—— @inoy ity Péy[& nAls Tode. |
 Kandy 8t wdvre yiup ey dvivepoy,

T7 7 vpwov Sdansoa, wrdaidy Y Gdwg,

Ioandy 7" Ewaivdy égi pos AéSas xardy.

*AAN 83ty Srew Aopmpiy, 89 idely, xandy,

‘Qg rais drauo, xai wibo dednypivorg,

I1dsdwy veoyvisy &v dopaig ideiv Pdog.

VII. There is little doubt in such cases as
these. There needs not perhaps be much in
the -case, sometimes, of single sentiments or
images. As where we find “ a sentiment or
“ image in two writers precisely the same, yet
¢ new and unusual.” ‘

1. Thus we are told very reasonably, that

f\]lﬁlltqn'sf clust'ring locks is the copy of Apol-
lonius' IAOKAMOI BOTPYOENTES. Obs. .
on Spenser, p. 80., For though the metaphor
be a just one and very natural, yet there is
perhaps no .other ‘authority for the use of it,"
but.in these two poets. And Milton had cer-
tainly read Apollonius.

2. What the same critic observes of Milton’s

- ¢ And cur! the grove
¢ In ringlets quaint”—
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being taken fram denson’s

When was old Sherwood’s head more quaintly
curl’d #

" is still mote uu(:luestionable. For here is a
combination of sjgns to convict the former of
imitation: Not ouly the smgularzt;( Qf the
image, but the zdentzt‘y gf expr essiqp, and,
what I lay the most stress upop, the bo/dness
of the figure, as employed by Milton. Jon-
son speaks of old Sherwood's heqd, ap cnrid.

Milten, as eonscious of his aythority, dropa.
the preparatory idea, epd says at ance, The
grove cwl’d

" Let me add to these, two more mstances
from the same poet.

8. Spepser- tells us ;)f

A little gloommg light, much l\ke a shad’e
F. Q e II. 8. !4

Can you imagine that Milton did nat take his
idea from hence, when he s3id; in bis Pen- .

seroso,

— glowing embers thro’ the roam
Teach light to counterfeit a gloom ?

‘.
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. 4 Again, in his desoripti¢n.of Paradise,
How‘rs of all hues, and without thorn the rose,

Every poet of every time is lavish of his
flowers .on'such-occasions. - But 2he rose with- -
_out thorn is a rarity. And, though it was
fine to imagine such an one in Paradise, could
only be an Italian refinement. Tasso, you
will think; is the orlgma] when you have read
the followmg lines;

Senza quei suoi pungenti ispidi dumi
 Spiegd le foglie la purpurea Rosa.

5. Another imstance, still more remarkable,
may be taken from Mr. Paope. One of the
most striking passages in the Essay on Man is
the following,

Superior Beings,” when of late they saw

A mortal man unfeld all nature’s law,
Admir'd such wisdom in an eurthly shape,
-And shew‘d a NEwron, a8 we shew an ape.
r'e e . &) i v. 31,

Can you doubt, from the szngulamty of this
sentiment, that the great poet had his eye on’
Plato? who makes Sacrates say, in allesion to
a remark of Heraclitus, *Ors ayepwm» F a-ocpw-
'rat©wgogﬂsov 'w'ca'qxos ¢ammt. Hzpp M’ajor
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. The application indeed is different.” And it
could not be otherwise. For the observation,
which the Philosopher refers wpds Sedy, is in
the Poet ngen to superior Bemgs only. . The
consequence is, that the Ape is an obJect of
derision in the former case, of admiration, in
the latter.

. To conclude this head, . I will just observe to
you, that, though the same uncommon sentiment .
in two writers be usually the effect of imita-
tion, yet we cannot affirm this of Actors in
real life. The reason is, when the situation of
two men is the same, Nature will dictate the
same sentiments more invariably than Genius.
To give a remarkable instance of what I mean.

Tacitus relates, in the first book of his An--
nals, what passed in. the senate onits first
meeting after the death of Augustus. His
politic successor carried it, for some time, with
much apparent moderation. He wished, be-
sides other reasons, to get himself solemnly
recognized for Emperor by that Body, before.
he entered on the exercise of his new. dignity.
Dabat fame, says the historian, ut vocatus.
electusque potis & Republicd videretur, quam
per uzorium ambitum et senili adoptione ir-’
" repsisse. One of his courtiers would not be
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wanting to himself on such an occasion. When'
therefore several motions-had been made in
the Senate, concerning the honours to be paid
to the memory of their late Prince, VALERIUS'
MessaLLa moved RENOVANDUM PER ANNOS'
SACRAMENTUM IN NOoMEN TiIBERII; in other
words, that the oath of allegiance should be
taken to Tiberius. This was the very point’
that Tiberius drove at.  And the consciousness
of it made him suspect that this motion might
be thought to proceed from himself. He there-
fore asked Messalla, « Numi, se mandante, eam’
- « sententium promsisset #” His answer is in’
the following words. “ Spont? dixisse, re-
“ spondit ; neque in iis, quee ad rempublicam
« pertinerent, consilio nisi suo usurum, vel
“ cum periculo offensionis.” Ea, concludes
the historian, sola species adulandi supererat.

Now it is very rémarkable, that we find in
‘Ludlow’s memoirs, one of Cromwell'’s officers,
on the very same occasion, answering the Pro-
tector in the very same species of flattery.

Colonel WiLLiam -JEPHSON moved in the
House ‘that Cromwell might be ‘made King.
Cromwell took occasion, soon after, to reprove’
the Colonel for this proposition, telling him, that
he wondered what he could mean by it. To
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which the other replied, « That iwhile he was-
permitted the honour of sitting in that House,.
he must desire the liberty to diicharge his
conscience, though his opinion showld happen
to displease.” .

Hm‘e we have a very striking coincidende of
- setiment, without the least probubility of
imitation. For no body, I dare say, shapeets
Colonel William Jephison of stealing this re-
fined stroke of adulation from Valerins Mes-
“salla. The truth is, the samie sitéation, com-
curring with the same ‘eorrupt disposition;
dictated this peculiar sentiment to the twd
courtiers. Yet, had these similar thoughts
been found in two dramatic poets of the Au-
gustan and Oliverian ages, we should probably
have cried out, “ An Imitation.”  And with
good reason. For, besides the possibility of
an Oliverian poet's khowing semething of Ta-
citus, the speakers had then been feigwed, mot
real personages. And it is not so bkely tha.
two such shoald agree in tine sentiment: I
mean, considering how new and particular it
.is. Far, as to the more common and oblvious
sentimients, even dramatic: speakers will very
frequently ereplay the sanse, without affexdmg
aqtjustmtommhdeﬁttﬂ!mrpmb[ieﬂ '
hed turned plegiasies. o .
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- VIII, If to this singulerity of a sentiment,
¥ou add.the apparent harshness of it, espe-
.cislly ‘'when not, graduslly prepared -(as such
septiments always will be by exact, writers,
when.of, their own proper invention), the sus-
-pician grows still stronger, I juat glanced at
an instance of this sort in Miltow's cyr!’d grove.
But there are others still. more remarkeble.
Shall I'presume for once to take an instance
from yourself ?

Yout ﬁne Qde to Memory begins wrth thaue
-very. lyrical werses.:

Mother of Wisdom! Thou whose sway
The throng‘d ideal hosts obey ;
Who bidst their ranks now vamsh now ap—» '

pear,
Flame in the van, and darken in the rear.

" This sublime imagery has a very original
air. Yet I, who know hew familiar the best
ancient and modern critics are to ybu, have no -
doubt that it is taken from STRADA.

“ Quid accommodatius, says he, speakmg"
of your subject, Memory, quam simulachrorum
ingentes cepidas, tanguam. addictam ubigue dibi
sacramento mikitiom, eq inter se nexn ac fide
‘ovmm cnbumww habere; ut sive
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.unumgquodque separatim, - sive confertim uni-
-versa, sive singula ordinatim in aciem proferre
velis; nihil plané in tantd-rerum herbi turbe-
-tur, sed alia procul atque in recessu sita’ pro-
deuntibus locum cedant ; alia, se tota confestim .
promant atque in medium certd evocaia- prosi-
liant  -Hoc tam magno, tam fido domestico-
.rum agmine instructus animus, &c.”

Prol. Acad. 1.

Common writers know little of the art of
preparing their ideas, or believe: the very
name of an Ode absolves them from the care
of art. But, if this uncommon sentiment
had becn intirely your own, you, I imagine,
would have dropped- some leading idea to
mtroduce it.

IX. You see with what a suspicious eye, we

* who aspire to the name of critics, examine your

writings. But every poet will not endure to
be scrutinized so narrowly.

1. B. Jonson, in his P’rdlogue to the Sad
Shepherd, is opening the subject of that poem.
The sadness of his shepherd is

- For his lost Love, who in the TrENT is sald
To have miscarried;.’las! what knows the head
. Of a calm river, whom the feet have drown’d!
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The reflexion in this place is unnecessary
and even impertinent. Who besides ever
‘heard of the feet of a river? Of arms, we have
And so it stood.in Jonson’s orlgmal '

- Greatest and fairest. Empress, .know you this,
Alas! no more than Thames’ calm head doth
know )
‘Whose meads his arms drown, or whose corn
- o'erflow.
Dr. Donne.

The poet is speaking of the corruption of
the courts of justice, and the allusion is per-
fectly fine and natural. Jonson was tempted
to bring it into his prologue by the mere
beauty of the sentiment. He had a river at
his disposal, and would not let slip the oppor-
tunity. But  his unnatural use” of it detects

his ¢ imitation.”

2. I don’t know whethér you have taken
notice' of a miscarriage,  something like this,

in the most judicious of all the poets,

Theocritus makes Polypheme say, -

Kai yap iy 85 ldog &yw xaxoy, dg pe 7§¢'»7;ovrt,
.TH yop woay ig Ildyroy ioébremoy: v 8¢ yardva.
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Nothing' could be better fancied thus to
make this enormous son of Néptune use the
sea for ks looking-glass. But .is Virgi} so
happy when his little land-nman says, o
- Nec sum aded mformrs muper me in’ Irﬁtore

vidt,
Cium placidum ventis staret mare——

His wonderful judgment for once deserted

him, or he might have retained the sentiment

with a shght change in the appllcatlon For
instance, what if he had said,

Certé¢ ego me novi, llquldaeque in imagipe
vidi

‘Nuper aqua, platuifque mlhl mea forma vi-
denti.

" It is a sort of curiosity, you say,. to.find
Ovid reading a lesson to Virgil. I will dis-
semble nothing.. The lines. are, as I have
cited them, in the 13th baok of the Metamor- -
‘phosis. . But unluckily they are put into the
mouth of Polypheme. So that instead of in-
structing one poet by the otber,.I only propose
that they should make an exchange; Ovid
take Virgil's sea, and Virgil be contented with
‘Ovid's water. HMowever this be, you may be
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sure the aixthorify of the Pr'ihce‘qf 'the Latin
poets will carry it with admiring posterity
above all such scruples of decorum. Nobody
wonders therefore to read in Tasso,

. Non son’ io
Da dispfezzar, se ben me stesso vidi

*Nel liquido del mar, quando l'altr’ hieri

] Taceano i venti, et ei giacea senz’ onda.

But of z@ll~ the misappliers of this fine original
sentiment, commend me to that other Italian,
who made his shepherd survey himself, in
a fountain indeed, but a fountain of his own
weeping. :

3. You will forgive my adding one _othér
instance “ of this vicious application of a fine
“ thought.” '

You remember those agreeable verses of Sir
John Suckling,

. “ Tempests .of  winds thus (as my storms of

grief S

Carry my tears which should relieve my heart)
Have huiried to the thankless ocean clouds

And show’rs, that needed not at all the cour-

T tesy. ' - ' o

VOL. II. . U

Rl
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- 'When the poor plains have langu.lsh'd for the

.. want,

Apd almost burnt asunder.”
Brennoralt A . 8. 1.

I don't stay to examine how far the fancy of
tears relieving the heart is allowable. Byt
admitting the propriety of the observation, in
the sénse the poet intended it, the simile is
applied and expressed with the utmost beauty.
It accordingly struck the best writers of that
time. SpraT, in his history of the Royal So-
~ ciety, is taking notice of the misapplication of
philosophy to sub_]ects of Religion. < That
“ shower, says he, has done very much injury
“ by falling on the sea, for which the shep-
*“ herd, and the ploughman, called in vain:
“ The wit of men has been profusely poured
“ out on Religion, which needed not its help,
“and which was only thereby made more
i tempestuous: while it might have been more
“ fruitfully spent, on some parts of philosophy,
“ which have been hitherto barren, and might
* soon have been made fertile.” p. 25.

, You see what wxre—dramng here is to mke ‘
. the comparison, so proper in-its original use,
Just and pertinentto a subject to which it had

-
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‘naturally no relstion. Besides, there is an

absurdity in speaking of a shower's doing imjury
to the sea by falling into it. But the thiug
illustrated by this comparison requiring the
" iden of énjury, he transfers.the idea to the
comparing thing. He would soften the absur
dity, by running the comparison into meta-
phorical expression, but, I think, it does not

_remove it. In short, for these reasons, one

might easily have inferred am Imitation, with-
- out that parenthesis to apologize for it—“ To
“ use that metaphor which an excellent poet of
“ our nation turns to amother purpose—"

_ But a poet of that time has no better suecess
in the management of this metaphor; than the

Historian.

Love nrakes so many hearts the prize

Of the bright CARLISLE’s conqu’ring eyes ;

Which she regards no more, than they

The tears of lesser beauties weigh.

So have I seen the lost ¢louds pour -

Into-the Sea an useless show'r; -

And the vex’d Sailors curse the rain,

For v&hlch poor Shepherds pray’d in vain.
WarLer's Poems, p. 25.°

The Sentiment stands thus: She regards
“ the captive kearts of others no ‘more than
U2 o
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% those others—the fears of lesser 'pmuﬁes.?'
Thus, with much difficulty, we get to fears.
And when we have them, the allusion to lost
clouds is so. strained (besides that he makes.
his shower both useless and injurious), that
one. readily perceives the poet’s tboug'bt was
distorted by imitation. :

X. The charge of Plagiarism is so disre- .
putable to a great writer that oneis not sur-
prized to find him anxious to avoid the impu-
tation of it. Yet  this very anxxety serves, '
“ sometimes, to fix it upon hlm )

Mr. Dryden, in the Pre,face to his transla-
tion of Fresnoy’s Art of Painting, makes the
following observation on Virgil: ¢ He pretends
% sometimes to trip, but ’tis' only to make you
“ think him in danger of a fall when he is
% most secure. Like a skilful dancer on the
“ Rope (if you will pardon the meanness of
“ the similitude) who slips willingly and makes
« a seeming stumble, that you may think him
“ in great hazard of breaking his neck; while
“ at the same time he is only giving you a
% proof of his dexterity. - My late Lord Ros» -
“ common was often pleased with this reﬂexlon,
« &c” p- 50,
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His apology for the nse df this simile, -and
his concluding with Lord Roscommon’s satis-
faction at his remark, betray, I think, an
anxlety to pass for original, under the con-
sciousness of being but an . imitator. So that
_if we were to meet with a passage, very like
this, in a celebrated ancient, we could hardly °
doubt of ‘its being copied by Mr. Dryden.
What think you then of this observation in
- one of Pliny’s Letters, Ut quasdam_artes,
“itd eloguentiam nihil magis qudm ancipitia’
¢ commendant. Vides qui fune in summa’
« mtuntur, quantos soleant excitare clamores,
“ cim jam jamque casuri videntui.” L. ix.

_ Ep. 26.

Prior, one may observe, has acted more’
naturally in his 4lma, and by so doing, though o
the resemblance befull as great, one is not so
certain of his. being amn Imxtator ."The wverses
are, of BUTLER: L SRR

He perfect Dancer climbs the Rope, .
And balances your fear 4nd hope: ' "
" If after some distinguish’d leap,

. He drops his Pole and seems toglips. -

Strait gath’rmg all his actlve stren ;h o

He rises hlgher half his length

1 Ty
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* ‘With sionder you approve his slight, - -~
- And owe your pleasure to your fright. . -
. o ‘, . ’ “' . .‘ ’ . CC -nb":
' Though the two laét lihes seem-tal;en V fn-mi‘
the apphcatlon of this s1m1htude in Pliny é

¢ Sunt enim maxxmé mzrabzha que maxnm ‘

< mexpectata, et max1mé periculosa.”
, XI Writers éré, sometimés, sb]licitous to
conceal themselves: At. thers, they . are fond
to proclaxm their. Imitation. It ‘is when.
« they have a mind to shew thelr dexterlty in-
% contending with a great omgmal ¥

You remember these lines of Mi_lt'on'in his
Com“s: _ - . SRS ¢

BT WAsdomsself IR
O& seeks ﬁoswaet vetirad Salitude, - =
‘Where, with.her best nurse, Contémiplatian, -
She plumes her feathers, and lets grow her
wings, . .
That in the varlpus bustle of resqrt K
Were all too ruiﬂed, md sqmetlmgs un?ai{-d

On whlcb* Dr. Warburton has the fo"bwgg
note. M. Pope has umtated tTps thouﬁbt
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and (as was always his way when he 1m\tatedj
1mproved it. e

“ Bf,ar me, some Gods' oh qmckly bear me
., “hence . . v
X To wholesome Sohtude, the nurse of Sense i
“ Where Coptemplation prunes her ruﬁled
o0 wings, '
< And the free-Soul looks dgwn to pity ngs.
“ ‘Mr. Pope .has not only improved the har-"
« msony, but thesense. In Milton, Contem-'
“ plation it called the Nurse; in Pope, more
« properly. Solbitude: In Miktén, Wisdom . is.
“ said to prunme her wings; in Pope, Comtem::
« plation is said to do it, and with much greater
“ propriety, -as she is of a soaring nature, and
“ gon that secount is eatled by Mllmn hlmself,
“ﬂm Cherub C’mztanplatzon” Rt
One sees that Mr. Popes'vxew was. to s\n’pm
his original;  which, it is said, was slways his-
“ way when he imitated.” The meaning is,
when he purposely and professedly bent.hiin-
self to Imitation; for ‘then his . fine' gewius’
taught him to seize every beauty;. and his’
wonderful judgment, to avoid every defect or
1mpropnety, iri his autfior. And this distinc-
tion is very mdterisl to our passing a right
Jjudgment on.the merit of Imitators, _It.is
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commonly said, that their imitations fal] short
of their originals. And they will do so,. what—
ever the Genius of the Imitator be, if they are
formed only on a general resemblance of the -
“thought imitated. For an Inventor compre-
hends his own idea more distinctly and fully,
and ‘of course expresses “his purpose better,

‘ *than a casual Imitator. But the case 1s dlﬁ'er-

_ ent, ‘when a good writer studies the passage-
from which he borrows. For then he not only’
copies, but improves on the- first Jdea.; and
thus there will frequently (as in the .case of
Pope) be greater merit in the Copylst than the
original.

XII. We . sometimés catch an - Imitation-
lprking “in a licentious Paraphrase.” :: The
ground of suspicion lies in the very ¢ampla-:
cency with which a writer expatiates on a bor-
rowed sentiment. He is usually mere neserv‘ed
in adorning one of hxs own. )

. 1. AURELIUS VxC'ron observes of Fabricius,.
“t quod difficilius ab honestate, quam Sol zl sno
#¢ cursu, averti posset.” T

,:'I"qsso'ﬁox,lrishe\s a litﬂe‘on ‘this though't”;‘

Prima dal corso distornar 1la Luna
-«E le stelle potra, che dal diritto
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. Torcere un sol mijo passp— L
. . IR - :C. x. S. 24. -

. Mr. Waller rises‘ ‘upon thé Italian,

« where her love was due,. "
 So fast, so faithful, loyal, and so true, -
That a bold hand as soon mlght hope to force
The rowlmg hghts of heav n, as ch!mge lier

--course.”

- On.the Death Qf ‘Lady Ri¢ha

But Mr. CowLEy, knowing what authority
he had for_the general sentiment, gives the
reins to his fancy and wantons upon_lt without
measure. .

Virtue was thy Life’s centre, and from thence
Did silently and constantly dispense

The gentle vigorous influence. . |
To all the wide and fair circumference : .
And all the parts upon it lean'd so easilie,
Obey'd the mighty force so willinglie,
:That none could discord or disorder see

In all their contrarietie.
Each had his motion natural and free, ,
And the whole no more mov'd, than the whole

world could be. ‘ e

Ba‘uws.
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2. The ingenious author of the Observations
on'Spénseér- (from which fine specimen of his
critical talents one is led to expect great
things) directs 'us to another imitation of this
SOl't., By : SRR

‘Tasso ﬁad said,

Com a. le belle lagmge le pmme . | ,v :
Si bagna Amore, e gode al chiara lume.

Oni.which short hint ‘Spenser has raised the
following luxuriant imagery,

\Tbe blinded archer-boy,
.  Like lark in show’r of rain, .
""" Sate ‘bathing of his’ wings,
- And glad the time did spend
* + "Under those crystal drops, - * .
Which fall from her fair eyes, |
And at their brightest beams -
'me proyndmlmely wise. " o

I3

. -

gt

s I wa! just add two miore examplés of tbe _
same kind ; ehiiefly, because' they ilfwstrate an
observation, very proper to be atténded to on
this subjeet ; Which ‘is,” « ‘That in this display
“of 'a borrewed thought, the Imitation will
« generally fall short of the Original,. even
“ though the borrower bé the greater Ge-
“ nius,”
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"The Ifalian poet, just now quotéd, says
subhmely of the Night, -

— Usci la Notte, & sotto I'ali
Meno il silentio—

C.v. 8. 79.

Miltoﬁ has éiven a paraphra.\se of this ﬁas-,
sage, but very much below his original,

Now came still evning on, and twilight gray -
Had in her sober livery all things clad ;
Sdence accompany’d—

The striking part of TFasso’s picture, is,
“ Night's bringing in Silence wunder her
wings.” So new and singular an idea as this
had deteeted an Imitation. Milton contents -
himself; then, with saying simply, ' Silence
accompany’'d. However, to make amends, as
he thought, for this defect, Night itself,
which the Italian had merely personized, the
English poet not only personizes, but employs
in a very becoming office: . - - . S

Now came still ev’ nmg on, and twilight’
- gray.
Had in her sober llvery all thmgs clad. |

Every body will observe a little ‘blemish," in
this flne couplet. He should not have used
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. the epithet still, when he intended to add, .
Silence accompanied— ' R

But there is a worse fadlt in this Imitation.
To hide it, he speaks of Night’s livery. When
he had done that, to speak of her wings, had
been ungraceful. = Therefore he is forced to
say obscurely as well as simply, Silence accom-
pany'd : And so loses a tore noble image for
. aless noble one. The truth is, they would
not stand together. Livery belongs to lzwwau
gr(mdeur, wings to divine or celestial. -So
-that in Milton’s very attempt to surpass his
arigival, he put it out of his power to employ
the circumstance that most recommended it.

3 He is not happier on anether ; oecasion.
Spen'ser had said with his usual simplicity,

% Virtue gives herself llght thro darkness fop
" " ¢ to wade,” :

F.Q.B.l._

P -~

Milton catched at this i image, and has run it
into a sort of paraphrase, in those fine lines,

«y irtue could see to do what virtue would

“ By her own radiant light, tho’ Sun and Moon
“ Were in the flat sea. sunk—-—
: - Comus,.,
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In Spenser’s line we have the idea of Virtae
dropt down into a world;, all over darkened
with vice and error. Virtue excites the light
of truth to see all around her, and not only
dissipate the neighbouring darkness, but to
direct her course in pnrsuing her victory and
driving her enemy out of it; the arduousness
of which exploit is well expressed by—thro’
darkness for to wape. On the contrary, Mil-
ton, ‘in borrowing, substitutes the physical for
the moral idea—by her own radiunt light—
aud ¢ho’ Sun and Moon were in the flat sea

sunk. It may be asked, how this happened?

Very naturally. Mikon was caught with the
obvious imagery, which he found he could
display to more advantage; and so did not
enough attend to the, noble sentiment that was
couched under it.

XIII. These are instances of a paraphrastical
licence in dilatiug on g famnous Sentiment or
Image. The ground is the same, only flou-
rished upon by the genius of the Imitator. At
times we find him practising a different art;
% not merely spteading, as it were, and laying
“’open the same sentiment, but adding to it,
“ and by a new and studied device improving
“ upon it.” In this case we naturally conclude
_that the reﬁnement had not’ been— made, if’ the

-



982 ON THE MARKS

plain and simplé thought had not preceded and
. .given rise to it. You will apprehend my
.meaning by what follows.

" 1. Shakespear had said of Heiﬁ-y IVt

* . —He cannot long hold out these pangs;
“The incessant care and labour of his mind -
. Hath wrought the -mure, that should conﬁne
it 1n,
~So thin, that life looks through, and wﬂl

break out.
‘Hen.'IV. A. 4.

You have, here, the thought in its first sim-
plicity. It was not unnatural, after speaking
of the body, -as a case or tenement of the Soul,
the mure that confines it, to say, that as -that
case wears away and grows thin, life looks
through, and is ready to break out..

DanteL, by refining on this sentiment, if by
- nothing else, shews himself to be the copyist.
Speaking of the same Henry, he observes, -

And Pain and Grief, inforcirig more and
more,
Besieg'd the hold that could ot long defend ;
_ Consuming so all the resisting store
- Of those provisions Nature delgn’d to lend,
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. As that the Walls, worn thin, permnt the
mind. “
. Tolook out thorough, and his frailty ﬁnd. .

. Here we see, not simply that Life is goiljg
o break through, the infirm and much-wom
habitation, but that the Mind looks through
and finds his frailty, that it discovers; thet
Life will scon make his escape. I might add,
that the four first lines are of the nature of the
Paraphrase, considered in the last article:
And that the expression of the others is too
much the same to be original. But we are
not yet come to the head of expression. And
1 choose to confine myself to the single point
of view we have before us.

Daniel’s improvement, then, looks like the
artifice of a man that would outdo his Master.
Though he fails in the attempt: for his inge-
nuity be'trays him into a false thought. The
mind, looking through does not find ifs own _
frailty, but the frailty of the building it inha-
- bits. However, 1 have endeavoured to rectlfy '
this mistake in my explanation.

‘The truth is; Daniel was not a man to im- '

prove upon Shakespear. But now comes a
writer, that knew his business much better.
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‘He chuses to employ this well-worn image, or .
rather to alter it a little and then employ it,
for the conveyance of a very new fancy. If
the mind could look through a thin body,
:much more one that was cracked and battered. -
And if it be for looking through at all, he 'wiﬂ
have it look to good purpose, and find, not its
frailty only, but mach other useful knoW]edgé. :

.The lines are Mr. Waller s, and in the best
manner of that very refined writer. ‘

Stronger by weakness, wiser, men become '

A_s'th.ey draw near to their eternal home.

The Soul’s dark cottage, batter'd and decay'd,

Lets in new light thro’ chinks that time has
made. :

2. After all, these conceits, I doubt, are
not much to your taste. The instince I .am
' going to give, will afford you more pleasure.
Is there a passage in Milton you read with more
admiration, than this in the Penseroso ?

Entice the dewy-feather'd sleep ;

And let some strange mysterious dream
‘Wave at his wings in airy stream;

Of lively portraiture display'd

Softly on my eye-lids laid. : .
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Would ‘you ‘think it- possible now that - the
ground-work .of this fine imagery .should be .
laid-in a passage of ‘Ben Jonson? Yet so we
-read, or seem -to read, in his Vision of Delight.

. Break, Phant'sy, from thy cave of cloud
- And spread thy purple wings:
Create of airy forms a stream,
And tho’ it be a waking dream,
Yet let it like an odour rise
" . To all the senses here,
And fall like sleep upon their eyes
Or musick in their ear.

It is a delicate matter to analyze such pas-
sages"as these; which, how exquisite soevér
in the. poetry, when estimated’ by the fine
phrenzy of a Genius, hardly look like sense
when given in plain prose. But if you give

- me leave to take them in pieces, I will do it,
at least, with reverence. We find then, that .
“Fancy 'is hiere employed in one.of her nicest
operations, the production of a day-dream ;
which both poets represent as an airy form,
or forms streaming in the air, gently falling
on the eye-lids of her entranced votary. So
Far their imagery agrees. -But now comes the
mark of imitation I would point out to you.
Mdton cames theidea still further, and linproves
TUvor. 1, -ox
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finely upon it, in the comception ag well’ as
expression. Jonson. evokes. fancy out of her
cave of cloud, those cells of the mind, as it
were, in which during her intervals of rest, and
when unemploy'd, fancy lies hid; and bids
‘her, like a Maglclan, create this stream of
forms. All this is just and tru]y poetical. But
Milton goes further, He employs the dewy-
feather'd sleep as his Minister in this machi-
‘ nery. And the mysterious day-dream is seen -
waving at his wings in airy stream. Jonson
would have Fancy immediately produce this
. Dream. Milton more poetically, because in
more distinct and particular imagery, repre- -
,”nts Fancy as doing her work by means”of
sleep; that soft composure. of the mind ab-
jtraqted from cutward objects, in which it
yxeltk to these phantastxc impressions,

You see then 2 wonderful 1mprovement in
~ this addition to the ongmtl thought And the
notion of dreams waving at the wings of sle

is, by the way, further justified by what Vir-
g}l feigns of their stzckzng or rather ﬂuttermg
on the leaves of his maglc tree in the infernal
regwns But it is curtous to observe how thx;
xmprovement itself arose from hints suggested
by his original. From Jonson’s dream, fall-
ing, like sleep upon thecr eye:, Mnlton took
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his feather'd sleep, which he impersonates so-
properly ; And from Phant’sy’s spreading her

purple wings, a circumstance, not so imme-

diately . connected with Jonsou’s design of .

creating of airy forms a stream, he catched
the idea of Sleep spreading her wings, and to
good purpose, since the airy stream of forms
was to wave at them, :

However, Jonson's. imagé is, in itself,”in-
comparable. It is taken from a winged insect
breaking out of its Aurelia state, its cave of
cloud, as it is finely called: Not unlike that of
Mr. Pope, '

So spins the Silk-worm small its slender store,
And labours till it clouds itself all o’er.
C 1v. Dunc. v. 253.
And nothing can be juster than this allusion.

For the ancients always pictured Fancy and
Human-LovE with Insect’s wings.

XIV. Thus then, whether the poet preva-

ricates, enlarges, or adds, still we frequently

find some latent circumstance, attending his

management, that convicts him of Imitation.

Nay, he is not safe even when he denies him- ~

self these liberties; I mean when he only

glances at his original. « For, in this case,
X3 :
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“‘the borrowed sentiment usually wants some-
“ thing of that perspicuity which always at-
“ tends the first delivery of it.” This Rule
" may be considered as the Reverse of the last.
.A writer, sometimes, takes a pleasure to refine
on a plain thought: Sometimes (and that.is
usually when the original sentiment is - well
known and fully developed) he does not so
much as attempt to open and explain it.

A poet of the last age has the following lines,
“on the subject of Religion : :

" Religion now is a young Mistress here}
For which each man will fight, and dye at
N - least ; '
Let it alone awhile, and ’t will become
‘A kind-of married wife; people will be
Content to live with it in quietness.

-BuckLING says this in bis Tragedy of Brenno-
ralt; which is a Satire throughout on the
rising troubles of that time. BurLEr has
‘taken the thought and applied it on the same
occasion : -
~ 'When hard words, jealousies, and fears
Set folks together by the ears,

And make them fight, like mad or drunk,

_ ¥or dame Religion, as for Punk.
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Setting aside the - difference between the
burlesque and ‘serious style, one easxly sees
that this sentiment is borrowed from Suckling. -
It has not the clear and full exposition of an
original thought. Butler only represents men
as drunk with Religion and fighting for it as
for a Punk. The other gives the reason of the.
Debauch, namely, _fondness Jor. a new face;
and tells' us, besides, how thmgs would sub-
side into peace or indifference on a nearer and
more familiar acquaintance. One could ex- -
pect no less from the Jnventor of this humo-
rous thought; a Borrower might be content
to allude to it,

- XV. This last consideration puts me in
mind of another artifice to conceal a borrowed
sentiment. Nothing lies more open to disco-
very than a Simile in form, especially if it be
a remarkable one. These are a sort of purpu-
rei panni which catch all eyes; and, if the
comparison be not a writer's own, he is almost
sure to be detected. The way then that re-
fined Imitators take to conceal themselves, in
such a case, is to run the Similitude into Al-
legory. 'We have a curious instance in Mr.
Pope, who has succeeded so well in the
attempt, that his plagiarism, I believe, has
never been suspected,
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The verses, I have in my eye; are thesé fine
ones, addressed to Lord Bolingbroke,

"Oh, while along the stream of time thy name
Expanded flies, and gathers all it's fame,
Say, shall my little Bark attendant sail,
Pursue the triumph, and partake the Gale ?

* What think you, now, of these admired
verses? Are they, besides their other beauties,
perfectly original>  You will be able to resolve
this question, by turning to the following pas-

sage in a Poet, Mr. Pope was once fond of, I
~mean STATIUS,

Sic ubi magna novam Phario de litore puppis
Solvit iter, jamque innumeros utrinque ru-
dentes .
- Lataque veliferi porrexit brachia mali
. Invasitque vias, in eodem angusta phaselus.
/Equore, et immensi partem sibi vendicat
Austri. Siwv. L V. 1. v. 342.

But, especially, this other,

—immense veluti CONNEXA carinz
- CymBa MINOR, cum szvit hyems, pro parte,
furentes _ B
Parva receptat aquas, et EODEM VOLVITUR
AUSTRO. h

Siwv. L L iv. v..120.
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- 'XVL, I felease yot from this liead'of Sen-
tmaents with observing that we sométimes
conclude a writer to have had a celebrated ori-
ginal in his eye, when * without copymg the
« peculiar thought, or stroke of i imagery, he

« gives us ohly a copy of the 1mpres§ron, it
“ had made upon him.”

1. In delivering this rule, I will not dis-
semble that I myself ain copying, or rather
stealing from a great critic: From one, how-
ever, who will not resent this theft; as indeed
he has ne reason, for he is so prodigiously rich
in these things, as in others of mare value,
that what he neglects or flings away, would .
make the fortune of an ordmary writer. The
person I mean is the late Editor of Shakespear,
who, in an admirable note on Julius Cesar,
taking occasion to quote that passage of Cato,

- O think what anxious moments pass between -
"'The birth of plots, and their last fatal periods,
Oh, “tis a dreadful interval of time,

Fill'd up with horror all, and big with death,

observes < that Mr. Addison was so strifck and
« affected with the térriblé graces of Shake-
“ spear (in the passage he is there considering)
¢ that, instead of imitating his aathior’s senti-
% ments, he hath, before he was aware, given
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 us. only the copy- of his own mPresswng
“madebythem For, -~ <.+ -+ -

Oh, 'tis a dreadful interval of time,
Flll’d up with horror all, and big with d'eath 4

“ are but the aﬂ‘ect:ons raised by such forcxblo
“ images as these, T

All the Int rim is
kae a Phantasma, or a hideous dream
e————————— The state of man,

. Like to a little kingdom, suffers then
The nature of an Insurrection.”

" The observation is new and finely applied.
Give me leave to suppose that the following is -
an instance of the same nature,

- 2. Milton on a certain occasion says: of
Death, that she -

“ Gnnn d horrlble a ghastly sinile—
o P. L. B, v.846‘.

" This representation is supposed - by’ his
learned Editor to be taken from Homer, fromr .
Statius, or from the Italian poets. A certain
friend of ours, not- to: be named :without ho-
nour, and:therefore not at all'on-so slight an

1
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occasnon, suggests that it might probably be
copied from Spenser’s, .. :

" Grinning griesly— S
B.V.c.12.°

* And there is the more likelihood in this cot-
Jecture, as the poet a little before had call'd
death—the griesly terror—v. 704. But after
all, if he had any preceding writer in view, I
suspect it might be FLeTcuEr; who, in his
Wife for a Month, has these remarkable lines,

The game of Death was never play’d more
nobly,

: The meagre thief grew wanfon in his mis-
chiefs,

And his shrunk hollow eyes smil’d on hxs
ruin.

The word Ghastly, 1 would observe, gives
. the precise idea of shrunk hollow eyes, and
looks as if Milton, in admiration of his original,
had only looked out for an epithet to Death’s
gmile, as he found it pictured in Fletcher.-

- Trus MucH, then, may perhaps- serve for-
an illustration of the first part of this Inquiry.
We have found out several marks, and applied
them to various passages in the best writers,
from which we may reasonably ‘enough -be
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~ sllowed to mfér an Imhitation irr point of Sen~
timent. For what respecfs'the other part of
Expression, this is an easier task, and will be
: dlspatched in féw words. '

~ Only you will ind'urge me in'ad obséHdtion
or two, to prevent your expecting from mhé
ore than I undertake to perform ‘

' Wl‘ien Y speak of Expre.s’swn, fheu‘ 1M
to confine mysélf «to single words dr seni-
“ tencés, or at most the structaré of a passag®.”
When Imitation is carried so far a8 fo affect
the genéral cast of languagé, or what we call a
Style, no great sagacity is, perhaps, required
to detect it. Thus the Cicerondani, if they
were not ambitious.of proclaiming themselves,
are discoverable at the first glance. And the
latér Roman poets, ds well as the modern
Latin versifier, are, to the best of their powet,
Virgilian. The thing is pérhaps still easier in
a Tivirig Ianguage;. especidlly if that languagé be
“our own. Milton and Pope, if they have nfade
but few poets, have made many imitators; so
miny, that wé are ready to- complain ther® is
hardly du original poet left.

. Avgther poiiit seems of no idvportance im.
the present ingiriry. I know, . it is dsked, How
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far a writer casually ‘or designedly imifatds?
that is, whether he copies another from mie-
mory only, without récollecting, ot the tirie,
the passage from which his expression is drawn,
or purposely, and with full knowledge of his
original. And this consideration is of miich
" weight, as I have shewn at large, where the
question is concerning the credit of the sup~-

posed imitator. For this is affected by nothing
but direct and intended imitation. But as we
are looking at present only for thos¢ marks in
the expression which shew it 70t to be original,
it is. enough that the resemblance is such as
cannot well be accounted for but on the sup-
position of some sort of commerce; whether
immediately perceived by the writer himself,
is not material. *Tis true, this observation is
applicable to sentiments as well as expression ;
and I have not pretended to give the 'precedirig

articles, as proofs, or even presamptiony, in

~ all cases, that the later writer copied intén-
tionally from a former. But there is this dif
. ference in the two cases. Sentimenfsmdy be
strikingly similar, or even identical, without.
the least thought, or even effect, of a prece"dfng
original.. But the identity of ezpression, éx=
cept in some few cases of no importance; ¥
in the same language, where the writet speaks
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entirely from himself, an almost impossible
thing. And you will be of this mind, if you
reflect on' the infinitely varied lights in which
the same image or sentiment presents itself to

different writers; the infinitely varied purpose

they have to serve by it; or where it happens
to strike precisely in the same .manner, and is

directed precisely to the same end, the infinite |

" combinations of words in which it may be ex-

- presged. To all whichyou may add, that the least -

imaginahle variation, either in the terms or the
structure of them, not only. destroys the

jdentity, but often disfigures the resemblance -

to that degree that we hardly know it to be 3
vesemblance,

So that you see, the marks of imitated or,
if you will, dgrived expression are much less
equivecal, than of sentiment. We may pro-
nounce of the former without hesitation, that
it is taken, when corresponding marks in the

latter would only authorise us to conclude that’

it was the same or perhaps similar,

I need not use more words to convince you,
that the distinction of casual and design'd
imitation is still of less significancy in this clasa
of imitations, than the other. .
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And with this preamble, more particular
, perhaps and circumstantial than was necessary,
I now proceed to lay before you some of those
signs of derived expression, which I conceive
to be unequivocal. If they are so, they will
generally appear at first sight; so that I shall
have little occasion to trouble you, as I did
before, with my comments. It will be suffi-
cient to deliver the rule, and te exemplify it.

I. An identity of expression, especially if
carried on through an intire sentence, is the
most certain proof of imitation.

Mr. Wallelr of Sacharissa,

So little care of what is done below .

Hath the bright dame, whom heav'n affecteth
s0;

Paints her, ’tis true, with the same hand
which spreads

Like glorious colours thro’ the flow’ry meads;

W hen lavish nature with her best attire

Cloaths the gay spring, the season of desire.

Mr. Fenton takes notice that the poet is
copying from the Muiopotmos of Spenser,

To the gay gardens his unstaid desire
Him wholly carried to refresh. his sprights:
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- There lavish Nature, in her best attire,
- Pours forth sweet odours and alluring sights..

We shall see presently that besides the iden-
'txty of expresslon, there is also another mark
of imitation in this passage..

II. But Iess than this will do, where the
similarity of thought, and application of it, is
- striking.

Mr Pope says dlvmely well,

* Shall burnmg IEtna, if a sage reqmres,
. Forget to thunder and recall its fires?
- On air or sea new motions be impress'd,
* Oh blameless. Bethel ! to relieve thy breast?
When the loose mountain trembles from on
: high,
: Shall gravitation cease if you go by ?
Or some old temple nodding to its fall
For Chartres’ head reserve the hanging wall ?
Essay 1v. v. 123.

Now turn to Mr. Wollaston, an easy natural
writer (where his natural manner is not stiffened
by a mathematlcal pedantry) and abeunding
in fine sallies of the. imagination ; and see if
tbe poet didnot catch his expresszon, as well
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as the fire of his conceptnon in thls place, from
the ylnlosopber

“ As to the course of Nature, if a good man
be pasSmg by an infirm building, just in the
article of falling, can it he expected that God
should suspend the force of gravitation till he
1s gone by, in order to his deliverance; or can
we think it would be increased, and the fall
hastened, if a bad man was there, only that
he wight be caught, crushed, and made an

“example? If a man’s safety or prosperity should
depend upon winds or rains, must new motions
be impressed upon the atmosphere, and new
directions given to the floating parts of it, by
some extraordinary and new influence from

God ?”

III. Sometimes.the original expression is not
taken but paraphrasgd; and the writer dis-
guises himself in a kind of circumlocution.
Yet this artifice does not conceal him, espe-
cially if some fragments, as it were, of the
inventor's phrase are found dispersedly in the
imiation.

For in the secret of her troubled thought
A doubtful combat love and honour fought.
Fairfaz's Tasso, B. wv.-S. 70.



360' " ON THE MARKS
Hence Mr. Waller,

There public care and private passion fought
A doubtful combat in his noble thought.
' Poems, p. 4.

Publw care is the penphrasls of honour, and
private passion, of love.. For the rest you see
~—disjecti membra poetee.. -

1IV. An imitation is dlscoverable, when. there
is but the least particle.of the original expres-
-sion, “by a peculiar and no very natural ar;
rangement of words.”

In Fletcher s faithful Shepherdcss, .the
speaker says,

— — —————In thy face

Shines more awful majesty,
" Than dull weak mortality
" Dare with misty eyes behold,

AND LIVE—

* The writer glanced, but very improperly on
such an occasion, at Ezod. xxxiii. 20. * Thou
% canst not see my face: for there shall no man
““ see-me, and live,” ‘

V. An uncommon construction of words
not identical, especially if the subject be the
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same, ‘or the ldeas snmﬂar, will “look “Tike
imitation. - i o S minny
T S DU LU SR SV ST Y SR UANEPIR I
~ Milton says finely of the Swan,. ‘

—= =~~~ ——'The ‘Swan with arched neck
Between her white wings mantling proudly
ROWS
. HER sTATE—

I should think he might probably have that
line of Fletcher in his head,

How like a Swan she swinms HER PACE'

The expressmn, you see, is very like. "Tis
true, the image in Milton is much nobler
It is taken from a barge of state ina publlc
processuon

VI. We may even, pronounce that a single
word is taken, when it is new and uncommon.

Milton’s calling a ray of light—a levell'd
rule in Comus v. 340, is so particular that,
when one reads in Euripides %als KANQN -
a’atpng, Suppl. v. 650, one has no doubt that
the learned poet translated the Greek word.

Again, Mr. Pope’s,

. Or ravish'd with the whistling of a2 name,” .

VOL. 11, Y



3% OY . THE, MARKS

ig for the same, reason, ‘if there were no other,
points of likeness, copied from Mr. Cowley’s

“ Charm’d with the foohsb whistlings of a
name.”

" Transl. of Virgil's O/ fortunati nimium, &e.

VII. An improper use of uncommon ex-
pression, in very exact writers, will sometimes
create a suspicion. Milton had called the sight
indifferently visual merve and viswal. ray,
P. L. iii. 620. xi. 415. Mr. Pope in his Mes-

siah thought, be mjght take the same liberty,
but forgot that though the visual nerve might
be purged from-film, the visual ray could not.
Had Mr. Pope invented this bold expression,
he would have seen to.apply his metaphor
more properly. :

VIII. Where the word or phrase is Joreign,
there is, if possible, still less doubt.

— — — — at last his sail-broad vans

He spreads for ﬂlght
Milton, P. L. ii. v. 927.

Most cestainly from, Tasso’s,
— Spiega al grand volo 1 vennj, ix, -
And that Qf_Jq@n.in{hi,s Sejanug;,

-
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mWhat\i? it profid slime: will act believe .
Qf bis. owi, wonth, to' hedr it equal prais'd .. :
Thas. with the Geds—~- . . -

A.1.
P o S T R 4
ﬂ‘om J uvenaf"e , l f

——— mhll est qnod crederg de 'se T ',.,. |
Non pose&t, cun |lauda#w Diis gequa pateah&

L B VI DO R S

X Conelude tbe same when. the expressmn
is aptigue, W the writtr's own langubge. SR
- In Mr. Waller’s Panegyric ofl théVP}Bl’é&b‘P

i whiett: o Lioh stiikids Havareiarar e,

And angry grows, if he that J¥3¥ thol 'pain

To¢ taine' His youth, " etpfh‘o’i’cﬂ the! Héugmy
beast,

_He‘l"ienﬂs‘tb Hlm“ Bnt'i?lg&is'away the rest.

I‘ he anthue formahty of tBe phrase that
Jirst ook pain, for,-that first took the Jpazm‘,
in so pure and modérn a speaﬁer, asthis poet,
loskk suspieiond. ! Hre took it; ab:he fodnd it
in an older writer. There are* mamy other
marks oft itniatiom: sat' wé badinsededno mord
thaithis to-yshke the discovery : - )

So when a lion sh\akts«h\%fdceﬂlﬁlbmh!(' Lo
And bests- his tail, with pourage proud and
" wreth, . '
Y<
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 If his-Gomimandércome, ko' firit took pain

To tame his youth, his:lofty: crest down go’th:
‘ Fairfax’s Tasso, B. vii. S. 83.

I
H

X. You observe in most of the instances,.

here given, besides other marks, there is an
identity of rhyme. And this’ circumstance of
iteelf, in. our poetry, is no bad argument - of
‘imitation, partlcularly when Jomed to a simi-
larity of, expression. And the reason is; the
rhyme itself very - naturally brmgs the expres-
sion along with it.

1. “ Stuck oer: wn;h tltles, and hung rpund

with\strings, .
That thou may’st be by ngs, or whores qf
Kings.”
Essay on Man, E. 1v. v. 205.
from Mr Cowley in hls translatlon of Hor. 1
ep. 10.

é To ngs, or to the favountes of Kings.”

2. ‘¢ Such is the world’s great harmony, that

» §prings
From ovder, union, full consent of things.”
: ‘Ep. 1. 295.

| from Denham’s C’owpers Hill, .

“Wisely she knew the harmony of things
As well as that of sounds from discord springs.”
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8. “Far-as the solar walk, or milky way.”
' ' -' Essdy on Man, p- I V. 108

from M. Drydens Pmdanc Poem tp the )

memory of K. Charles II. o

“ Out of the solar walk, or heav n's. htgh way

Though thesé cohsonanciés chyming in the
writer’s head, he mlght not always be aware of
the lmltatlon J o RN

"XIL In the examples, just given, there was -
no reason to suspect the poet was imitating,
till you met with the original. Then indeed
the rhyme leads to the discovery. But ¢ if
an exact writer falls into a flatness of :expres-
sion for the sake of rhyme, you may ev'n
_Ppreviously conclude that he has seme precedent
for it.” ’

In the famous lmes, -

Let modest Foster, if he will, exoell
Ten metropohtans in ‘preaching well. . -
Ep. to Satlres, V. 131

Ly

- I used to suspect that the phrase of preachm°
well so unlike the concise accuracy of. Pope,
would not have Been hazarded by hlm, if some
eminent writer, though perhaps’ of an older
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. age awd lgse- oorrest. faste thap his gwn, had
npt set the gxample. Byt | bad no doubt left

~when 1 hapgened pn the followu*g cguplet in
Mr. Waller. T

. Your’s spunds alpud, and teus us yqu gx;cgll
. Nd'less in courage, than in singing well.

Poem to Sir W. D’Avenapt.

" Our great poet is more happy in the app]i;
cation of these rhymes.on another occasion,

. Let such teseh othegrs, wha themselves aucell,
And agnsure freely, wha have written well.
' Ii&say on Crit. v. 15.

| Tba reasen is apparent, But hene be glanced
at the Duke of Buckingham’s, :
* Nature's chief master-piece is wrztmar uell
" XII ¢ 'The same péuse and tu,rn of ex-
pression “are pretty sure symptoms of imita-
tion.” ‘Wbese minute regemblances do mot
usually spring from Nature, which, when the
sentiment, is the samg, hath a hundred ways.of
- its awn, of %igino it to ys,

1. That noble, vcr&f: in tbe ¢S89y op. ¢rw,
el.‘iqo‘,4 v, 625 .
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W Por ?oo’fs rust in, w}here 'angéIs (Ia'ré ;lpg

tlead » . . [
is certainly fashion’d upon Shakespear’s,

= = <m — ¢ the world is grown so bad
 That wrens ‘make prey, where angels darev
' mot percb

‘ ~ Rieh. 111 A: 1.8
2. The verses to Sit W. Trtittibhl 14 Pist. 1
“ And carrying with yod dll the world can

boast,
. To all the wdrld lllustriously fre. Ioét »

from Wal]er s Maid's Tra»ﬂedy zﬂter”d

| Happy is he that from the world retu'es .
And carries with him what the world ;admires.
p 215. Lond 1712.

XIII When to these marks the same ngme
is added, the case 1s still more ev:dent '

« Men_ wouId be angels, angels would be |
- Gods.”
Essay on Man, Ep. L v. 126.
Without all questiots from Slr Fullt Giebil;

- Men would be' tyﬂﬁxfs, fyranfs wou'Id bd
Works, Lond. 1633. ] p. _73,
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XIV. The seemmg quaintness and obscurity
of an expresslon frequently indicates imitation.
As when in Fletcher's Pilgrim we read,

« Huinmmgs of hlgher nature vex his brains.”
A.m:S. =

Had the idea been orlgmal the poet had‘
expressed it more plainly. In leaving it thus,
"he pays his reader the compliment to suppose,
that he will readily call to mind,

aliena negotia centum
Per caput, et circa saliunt latus;

which sufficiently explains it: As'we may see
from Mr. Cowley’s application of the same pas-
sage. “ Aliena negotia centum per caput et
“ centum saliunt latus. A hundred businesses
“ of other men fly contmually about his head
«-and ears, and strike him in the face like
“ Dorres.” " Disc. of Liberty. And stlll more
clearly, from Mr. Pope 8, ‘

“ A hundred other men’s aﬁ'axrs, "
o lee bees, are humming in my ears.”

-Learned writers of ‘quick parts abound in
these delicate allusions. .It makes a principel
part of modern elegancy to glance in this
oblique manner at well-known passagea in the
classlcs.
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XV. I will trouble you with but one more
note of imitated expression, and it shall be
the very reverse of the last. When the pas-
sages glanced at are not familiar, the expression
is frequently minute and circumstantial, cor-
responding to the original in the order, turn,
- and almost number of the words. The reasons
are, that, the imitated passage mnot being
known, the imitator may give it, as he ﬁnd;s
it, with safety, or at least without offence;
and that, besides, the forcé and beauty of it
would escape us in a brief and general a'llusuon.
The following are instances :

1. “Man never is, but always to be blest.”
‘ Essay on Man, Ep I. v. 69. .*
from Manilius,

- Victuros agimus semper, nec vivimus unquum. -

2. —¢ Hope never comes,
« That comes to all."—'
Mu:ron, P.Lo1v. 6‘6

from Euripides in the Troad. v. 676.
.— 8%, & wdos Aeiweras Ppoal,
Hivegw éarig.—
3. But above all, that in Jonson's Catiline, .

 He shall die:
« Shall was too slowlysaid: He's dying : That
“ Is still toa slow: He’s dead " \
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- Ysth Serieea’s Fercdles fu‘r‘k‘fzs’ A it

¢« Lyeus Creonti debitas poenas dabzt ,
« Lentum est, dabit; dat : hoc. quoque est -
lentum dedzt ”

: You have now, Sll‘, before you a spec:men
of -those rules, which I have faneled might be
fairly apphed to the dlscovery of umtatlons,
both in regard to the sENSE and EXPRESSION of
- great writers.. 1 would not pretend that the
same stress is to be laid on all; but there may
be somethmg, at least, worth attendmg to in
every one of them. It were easy, perhaps, to
enufherate still more, and to illustéate thesé I
" havé given with ore agréesble citations. Yet
"I have spared you the disgust of consideéring
those vulgar. passages,  which every bedy recél-
lects and sets down for' acknowledged imita-
tions. And these I have uted are taken.from
the most, celebrated of the ancient and modern
writers. You may observe indeed that I have
chiefly drawrt ffoh our 6wn poets; whick I
did, not merely becaus¢ } knew yoa despise
‘the pedantry of confining one’s self to learned
quotatlons, but because I think we are better
able to discern those circumstarees, which be-
. tray an imitationi, n our own language than in
say. other.  Amongst ather reasons, an iden-
tity of words and phwes, . ypon; which so
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much depends, especially in the artide of e»-
pression, is enly to be had in the seme langosge,
And you are not to be told with. how much
mere certainty we determine of the degree of
evidence, which such identity affords for this

purpose, in'a isnguage we speak, thin in one
which we only lisp orspell..

- But you will bast nin_derscami of what im-
portance this affair of expression is to the

discovery of imitations, by comsidering how
seldom we are able to fix an imitation on

Bhakespear. The reasen is, not, that there

are not numberless passages in him very like

to others in approved authors, or that he had
not read enough to give us a fair hold of him ;
but that his expression is so totally his own,
~ that he almost always sets us at defiance.

You.will ask me, perhaps, now I am on
tbis subject, how it happened that Shakespear's
laagusage is every where so muelr his own as to
- .secure his imitations, if they were such, from

~ discovery; whem I promounee with such as:
samnceoi‘thoseefouro&ba‘poets The
anemier is given for me in the Preface to Mr.
Theebald's Shokespear; theugh the observa:
ton, kthiok, i too geod to come from that
auitie. It ie, that, though his werds, agree-
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ably to the state, of the English.tongue at that
time, -be generally- Latin, his: phraseology 'is
perfectly English: An. advantage, he owed to
~"his slender acquaintance with the Latin idiom:
Whereas the other writers of his age, and such
athers of an older date as were. likely to fall
into his hands, had not only the most familiar
acquaintance with the Latin idiom, but affected
an.all occasions to make-use: of it.” Hence it
comes to pass, that, though he might draw

sometimes from the Latin (Ben Jonson, you

know, tells us, He had less Greek) and the
learned English writers, he takes nothing but
the sentiment ; the expression comes of itself,
and is purely English.

I might indulge in other reflexions, and
detain you “still, further with examples taken
from his works. But we have lain, as the
Poet speaks, on these primrose. beds, too long.
It is timé that you now rise to your own nobler
inventions ; and that I return myself to those,
less pleasing, perhaps, but more useful studies

from which your friendly. sollicitations . have
called me. Such.as these amusements ‘are, -

however, 1 cannot repent me of them;: since

they have been innocent at least, .and even
ingenuous; and, what I am fondest to recollect,
bave helped to .enliven those many.years of:
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friendship we have passed together in this
place. I see indeed, with regret, the approach.
of that time, which threatens to take me both
from ¢, and you. But, however fortune may
dispose of me, she cannot throw me to a dis-
tance, to which your affection and good wishes,
at least, will not follow me.

And for the rest,

¢ Be no unpleasing melancholy mine.”

The coming years of my life will not, 1
foresee, in many respects, be what the past
have been to me. But, till they take me from
myself, I must always bear about me the agree-
able remembrance of our friendship.

I am,
Dear Sir,
Four most qf?ctioa‘zaté
 Friend and Servant.
CaMBRIDGE,

Aug. 15, 1757.
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A}

O PHE.

TWO. VOLUMES.

- g
A
~ ARDISON; Mr. his judgment, of the dowble, sense
_of, verbs, i. 359. his Cato, defended, 102, not
'tpg poetical, ib. -its regll, defgct.s, ib. his crjti+
cism on Milton proceeds on just principles, 39s.
. hqw far defective, 396.
AgNEly, prefigured. upder. the idea of a tenple,
1,333 the destrugtion of Troy, an episode,
WhYt ,i’ 138,.. )
AGLAOPHON, his rude manner of painting; why
prefewred te Parrhagius and, Seuris,. i 346. .
ALLEGORY, the distinguished pride of aggient
poewy,, i, 343. afineinstapce from Virgil, 333,
ANCIENT§, immogderately extolled, why, i. 5_46.'
ANTIGONE, the chorus of it defended, i. 158. )
ApPHORIsMS, condemned in the Roman writers, i
184. why used so frequently by the Greeks, 185.

APOLLONIUS: Rbodw, why censnred by Aristopka-
Cnes and: Amtarcbus, i, 267 -
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APOTHEOSIS, the usual mode of ﬂattery in the Au-
gustan age, i.-333. - .
- ARISTOTLE, his opinion of Homer's imitations, i
67. of Euripides, 116. of the business of the
chorus, 145. of the sementious manner, 186.
his fine Ode, corrected, 188. n. translated, 189.
of the origin of tragedy, 194. a passage in his
poetics explained; . 133. . his censure of the
Iphigenia at Aulis, considered, 131. he was
little known at Rome in Cicero’s time, 191. why
{Horace differs from him in his account of Aeschy-
lus’s inventions, 240. a supposed contradiction
between him and Horace reconciled, 262. his

Judgment of moral pictures, 375. his admiration ~

of an epithet in Homer, on what founded, ii. 126. .

ART and NaTURE, their provinces in fo‘rming a
poet, i. 273.

ATELLANE FABLE, a species of Comedy, i. 192.
different from the satyric piece, 195. the Oscan
language used in it, 198. why criticised by Ho-
race, 206. in what sense Pomponius, the In-

" ventor of it, 198,

ATHENAEUS, of the moralizing turn of the Greeks,
i. 187.

Avcror ad Herennium, defines an aphorism, i. 184.

Avcustus, fond of the old Comedy, i. 228. n.

B.

Bacon, Lord, his idea of poetry, ii. 178.
BaLzac, Mr. his flattery of Louis LE JUSTE, i 344,
345
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Bravry, the idea of, how dxsungmshed from the
pathetic, i. 110.

BENTLEY, Dr. corrections of his oensured, i 71,
72, 106, 142. an interpretation of his confuted,

~ 110. aconjecture of his confirmed, 349.

Bas, M. d¢, how he accounts for the effect of Tra-
gedy, i. 119. for the degeneracy of taste and

-, literatyre, 264. what he thought of modern imi--

., tations of the ancient poets, ii. 224. .

Bougours, P. his merit as a critic, pointed out,
i. 393. wherein censured, 395.

Byumay, P. his character, i. 133, commend;fthe
Athalie and Esther of Racine, 145. justifies the
chorus, ib. accounts for the sententious manner
. of the Greek stage, 185. an observation of his
on the imitation of foreign characters, 247.

BrUYERE, M. de la, an observation of his concern-
ing the manners, ii. 135. .

Busizis, in what sense a ridieuloug character, i
208.

C,

Caesar, C. Julius, his judgment of Terence, i. $25.

. ‘Casaymon, Jsage, his book on satyric poetry re-
commended, i. 194. an emendation of hrs con-
firmed, 208.

CHARACTER, the object of comedy, ii. 56, of whar
sort, 40. of what persons, ib, plays of, in wbat
faulty, 48. instances of such plays, 53.

VOL. 1L z
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CrarAcTERS, of comedy, general; of tragédy;
~ particular, why, ii. 48. this matter e_xplained at
laige, to 54. ' - ‘

CHORUS, its use and i lmportance, i. 145. its moral
character, 156. more easily conducted by ancient
- than’ modern poets, 161. improv ements in the
Latin tragic chorus, 179.

Cicerp M. Tullzus, of the use of old words, i. 89 of
self-murder, 162. of poetic licence, 174. of tha
language of Democritus and Platd, 180. of the

" music of his time, 182. of the neglect of philo-
sophy, 191. ‘of the mimes, 205. of Plautus’s wit,
220. does not mention Menander, 229. mentious
corporal infirmities as proper subjects for ridicule,
231." of a good poet, 249. of decorum, 251. of
the use of philosophy, ib.

Cip, -of P Corneille, its uncommon success, to
‘what owing, i. 398,

Crowns, their character i Shakespear, i. 186,

CoMeDY, Roman, three species of it, i. 192.

-the author’s idea of it, ii. 30. conclusions
concerning its nature, from that idea, 37. attri-
butes, common to it and tragedy, 42. attributes,
peculiar to it, 43. its genius, considered at large,
57. M. de Fontenelle's notion of it, considered,
75. idea of it enlarged since the time of Aristotle,
65. polite and heroic, what we are to think of it,
86. on high life, censured, ib. of modern inven-

tion, ib. accounted for, 87. why more difficult.

than tragedy, ib.
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JCOMPARISON, similarity of, in all writers, why ne-
cessary, il 194. why more so in the graver than
lighter poetry, 198, -

CORNEILL!!, P. his objection to Eurzpuks s Medea,
confuted, i. 163. his notion of comic action con-
sidered, ii. 41. - I

CryTiCISM, the uses of 1t, ii. 105. its aun, 391.
when perfect, ib.

D.

Dacier, M. criticisms of his considered, i. 94, 168,
173, 174, 175, 240, 244, 245, 268, ibid. the
author's apinjon of him, asa critic, 62, n. and
2732. his account of the opening of the Epistle to
Augustus censured, 326. ‘

DANCE, the choral commended, i. 178.
DAVENANT, Sir William, his Gondibert criticised,
il. 235. _ » k
DemzeTRIUS Pnuaimus, characterizes the satyric

piece, i..193.

'DESCRIPTION, natural and moral, why similar in

the form as well as matter in all poets, ii. 191,
192. . , o
D1ALOGUE, Socratic, the genius of, i.252.
Dia Cassivs,. instances from him of the gross flat-
: tery paid to Caesar, i. 330.
onuanzs, of the Satyric and Atellane fables, i.195.
of the use of the Satyric piece, 203. a passage
.in him cormrected by. Casaubon, 208. his character
. of the Atellapes, 234, dlstmgmshes the dlﬁ'erent
. Minds of the Reman drama, 241. -,
Z2. . o
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Dronvstus, of Halicarnassus, of the use of words;

© 1,92, of-Plato’s figurative style, 254. '

Doctus, the meaning of, explained, i. 350—$52.

Dom'ms, dlstmgmsbes the three ﬂmns ot’ comedy,
i 192 193, B

Dlmu, see Tragedy, Comedy, Farce,

Peruvian, some account of, il. 66, 67,
Chinese, 67. Greek and Romam, its character,
69. the laws of, in what different from those of
history, ii. 179.

PuLcy, its distinction from palchrum, i. 109.

DurorT, Pr. his collection of moral parallelisms in
Homer, and Sacred Writ, of ‘what use 7 ii. 140,

E. -

FLECTRA, of Euripides, vindicated, i. 125. a cir-
‘cumtstance in the two plays of that name by Eu-
ripides and Sophocles compared, 259.

EvLrrIDA, of Mr. Mason, i. 148. the best apology
for the ancient chorus, iid,

Envy, how it operates in human nature, i. 329,
how it operated in the case of Mr. Pope, 398,

Epic Poetry, admits new words, i, 73. its plaa how
far to be copied by the tragic poet, 137. in wht.
different from history, ii. 179.’ ’

EPISODE, its character and laws, #. 185 -

ErisTLE, didactic and elegiac, Intr. ¢o vol. i. 17.
Didactic, the offspring of the satyr,: ibid. its
‘three-fold charaeter, 24. Elrgm', the diﬂ'erenqe :
of this from the didactic form, 23, 24. - -
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HAATQATHRNES; his ideasof she end of poetry, #. 4.
EvriPipEs, his: chayaeses, i, 116. his Medss com-
mended, 121. ZElectra vindicated, 125., Jphi-
genta in Aulis vindicated, 131. the decorum of
his characters, 132. his Hippolytus led Seneca
into mistakes, 150. amobservation on the chorus
of that play, 161. and of the Medea, 162. Ruin-
" dvlaney’ s chrashier of Wan, 191, a sircumstanpe ja
his Electra compared. with, Saphocles;: 859, . his
.gonius resanbling. Vengil's, 1 152. S
Emmmmu why nn;ﬂormdqﬁueu ersmﬂnnt

SN e oy
FABLE, why essentlal to bot.h DW. X, 42, rrhy
an unity and even simplicity in the fable, 43.

good one, why not so essential to comedy as
tragedy, 45. 4

FaRCE, the author's idea of it, ii. 30. its laws, 96,
.its end and chameter, how distinguished from
- thope of ragedy wnd comedy, 98.

FreRrumG, rightly made the test of poetical ment,

© 1390,

FENELON, of the use of old words, i. 91.

Ficyjon, -peetical, when credihle, ii. 130. the soul
of poetry, ii, 11,

FLATTERY . of the Ronwn Empmrs q:cesnv,e, i
330, imported from the Asmtic. provinees, 331.
FONTEXELLE, M. de, his opinion of the origin of

comedy, i. 244. his notion of the drama, ii. 75,
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-+ &c, his -comedies . ¢riticised,’ 90. his pastorale
- rcensured, ibid. 'his opunon of the: ‘uses of criti~
- cum’ 105 PPN S e

. .
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Gmnu; 3./ E4q: his notidn ‘of the. most- essential
.- principles* of - EleqlienCe, o381 o N

GELLIUs, Aulus; lils opition of: Ldmm 4..808.

*GENIUS, driginal, a:proof of, iin tle . particularity
-of description, ii. }26. sumlarity of,.- i two wri-
ters, its effects, 225.

GEORGIC, the form of this poem, what, ii. 183.

GRBExs, their most ancient writers falsely supposed
'to b'e the best,* i 847, ‘

. ¢

1

H.

.t . :

‘ Heinsivs, his'idea of true ctiticism, i. 65. his ex-
planatlon of a passage in Horace," 148. ‘thoughs
one part of the Epistle to the Pisos inexplicable,
269. his transposition of the Epistle censured,
272. - ' B ER A

HIpPOLYTUS, of Euripides; an observation on the
chorus, i. 161. of Seneca, censured,’ 149, -

*HOBBES, Mr. his censare of the Italian romaneers
in their unnatural fiction, ii.-238. - e

HOESLINUS, his opinion of the fourth bouk of thg

¢ ' Aeneis, ii. 154.



INDEX. 383

HoNER, first ipvented dramatic imitatjons, i. 42.
. his gxcellence in painting the, effects of the man-
VERSy, ii. 157, . :

HOMCE, explained and xuustmed, pmm;. lns
. Epistle. 1o the_Pisos, a criticisny o the Rompn
1drama; . Introd., to vol. i. 15. the character of. his
. Geniug, 24. his Epistle to dugustus, an. apology
cfor the Roman poass,, 325. design and charagter
-9f his ether. eritical works, 407.. what .may be
. .spid for hig flattery of Augustus, 330, fopd.of the
...old Zagin poets, 349, his knowledge«of thg;wxld,

379. :

HUME, David, Esq hxs account of the pathps in

. tragedy, considered, i. 118.. bis judgment of
Fontenelle’s discourse on pastoral poetry, 218.

HuMour; the end of comedy, ii..57. twpsproies
of humour, 59. one of these not much kyown to
the ancients, ibid. peither of them in that pers
fectlon on the,ancient a3 modern stage, 60. may
- subsist without ridicule, 62.. yet cnhvened by it,

B4, PP

. HYMNS, pr,qfqne atpd sacred, why smnlar, u. 138
st 2 L I.'and-J. ’ LI o

INNENTION,, in ‘pdetry, what, ii. 1.11.:pringipally.
displayed in the manner of imitption, 158,

" JESTER, ' a character by profession amongst the
Greeks, i. 235. ‘

IMITATION, primary and secendary, what, ii. 113.

- the latter not easily distinguishable from the faré
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-sher, -ibid. shewn at large in respéct of- the miaf
* Jer of poetty, 115 to 176. of the manner; 176 to
215. in painting, sooner detected than ifi poetty,
‘why, 169, How it thay be detécted, 208, and
- Kettor 0 08y Mason, throughont, - 'Why noyales
- debivered fot it in the Descoutrse o imvtativh, 3¢4.
" gonfessed, ud certrin ‘proof of #h inferibrity of
| gentts, 315, 2¥6. acemwdmmmu, 317,
$rat authotity, 221 Rom' judginetit, 222." flom
siniflarity of genius, 224, from the nutute of the
- weibfect, bo®.. its divgiar merin, ‘224, met to be
avonded by literate wuters wnthout aﬁ'ec&twn,'
Lig§gi '

TicoLtM! GRAVITATE, & léamcd critic mte:wéea.
ﬁonof‘ﬂaesewurds,i ‘doy. e i

TRNOVATION, in words; Why aﬂcwied‘ to- Uld ‘Wiiters,
‘3l ot Yo' othets, 1. 88, CoanTbad

INTHIGGE, whet fanky in comedy, . 39.

Jorson,  Bési. a criticism on ‘his -Catiline, 1. 133,
~hik Every man dut of ks Rumour ceéfisitred, ii,
52. his Alchymist and Polpene criticized, -101,
the chasicter of his genius and cotnedy,. ¥03:

IPHIGENIA at Auuls, of Eyripides, vindicated, i. 131.

JuLius PoLLUX, shewsthie T7ia to have been used
in the chorus, i. 177. :

Jukcrusa CALLIDA, ebp'lnned, i 74 axXenplified
fmmaw 7. . I D

K.
Kxowieper of the world, what, i. 879,
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Lasenivs, his:mimes, what, i. 205, .
LaMBIN, his comment ou communia supported; §.183.
" LANDSXP-PAIRTING, . wherein its hemty cousisty,
i. 71. ‘ :

" LEX TALIONIS, i-127.

Ltcmm, of particular seasons in Gresce and Rome,
- -itg &ffedt on tante, i. 234, .35, of uncient wit, t6
what owing, 231. . - '

Livsivs, his extravagant Hattery, i.'982. .

LoNarwos, his opmioa of imitators without genius,
i. 250. aocounts for the decline of the arts, 265.
his ‘opinion of the wuotml assistunce of art.and
natare, 273. his methoed of critivizing, scientific,
399. wheremdefecm, 394,

Love, subjects of, a defect in .modern tragedy,
‘why, ii. 34. passion of, how described by Te-

- yence and Shakespear, ii. 144. by Cutubius and
Ovid, 151. by Pirgid, 152.

Eveian, the ‘first of the ancients who has. left us

~ any considerable specimens of comic humour, ‘i,
225. his AAEKTPTON and AAMIGAL, 235,

Msi-

MACHINERY, essential to the epic poetry, why,
ii. 166,
Mauuzare, M. the charaoter and fortune of his

poetry, i. 358,
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MaNNERS, why imperfeet in both dramas, ii. 60.
description of, whence taken, 129.

MARELAND, Mr. an .emendation of ‘his confirmed,
i1 : -

Marzks, of Ivmtatwn, ii. Letter to Mr. Mason. :

MasoN, his Eifrida, commended, i. 148.

MEDEA, of Euripides, commended,: i. 12}.

- cherus vindicated, 162, of §eneon, censured, 122
MENaGE, his- judgment .of ancient wit, i, 230. his
intended discourse on imitatign, 495.. . - ',
MENANDER, why most admired after the Augustan -

-age, i. 223. did not excel in comic humour, 225.
his improvements of comedy, iis 72. - -
MiLToN, his angels, ‘whence taken, ii. %16, his
‘attention to the eﬁ"ects of the manners, 148.,;,
MimEs, the character of them, i. 205. defined. by
Diomedes, 206. :

MoDERNS, bad imitators of Plato, i. 234

- MOLIERE, his comedies farcical, ii..190. l;us Misan-
thrope and Tartuffe commended, 101.

Money, love of, the bane of the anciant drts,i. 264.

MogniNe, descriptions of, in the paets .compared,
ii. 123. when most original, 126, -+

Music, old, why preferred by the Greek writers,
1. 181. why by the Latin, 182.

———, of the stage, its'rise and progress at Rame,
i. 168, defects of the old music, 182.

.NQ

NARRATION, oratorial, the crednbnht) of, on what
it depends, ii. 130. n.

NcvELs, modern, criticized, ii. 18.
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ODE, its.character,  i.' 94 its end, 270. thepoets
own odes, -apologized for, ibid. )
OriNroN, popular,. of iwritings, under what circumi®
stances to be regarded, i. 353, g
D'OrviLLE, Mr. his defance of. the deublc sense
.. of verbs examined, i. 358.
.Osci, their:language used in. the Atella.nea, i 196.
OTWAY, his.Orphan censpned, -i. 8. .- .
-Ovip; the character of his gehins, imrod to i.°23,
24. a conjecture concerning his ' Meden, i. 143,
- makes the satyrs to. he a species of the tragit -
" drama, 192, his.3ccount of the mimes, 203,

0

- P'
PainTiNG, Landskip, wherein its beauty consists,
i. 71. Portrait, its excéellence, ii. 49. difference
between the Jtalian and Flemish schools, i. 256.
its moral eficacy, : 375. juferior to poetry, in
what, ii. 130. wherein. superior to poetry, 146.
.expresses the general character, 160. bath an
advantage in this respect over poetry, 162. un-
able to represent moral and asoonomlcal sentn-
ments, 168,
Passions, the way to paint them naturally, ii. 181
PASTORAL poetry, its genius, and fortunes, i. 214,
P4THOs, the supreme excellence of tragedy, i. 116.
897. how far to be admitted into comedy, ii. 73.
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the pleasure arising froém, how to be accounted
for, i. 119.

PATERGULUS, Vellesus, an admirer of Menander, 1.

229. his character: of Poiponins, 197.
Puwsanias, describes two plcmres of Polygnotus,
ii. 161.

PLaTO0, his' opinion ot‘ Hauer: imitations, i. 67..

commends the degyptian policy in retaining the
. songs of £its, 181, his Symposium criticized, 233,
his manner .of writing," characterised, 255. his
Pheodtus. vensaved; ibid. his nb;acdou to poetry
. answered, 256. "
l’uu'rus, why Cioero commends his th, and .Ho-
race condemas it, i. 220. copned froui the middle

comedy, 228. his apology for the Amphuruo, .

why necessary, ii. 42. preferred to Terence in
the Augustan age, i. 228.

PERRON, Cardmal, lns manner of crmcxzmg Rm-
serd, i. 384. , .

Prors, dottble, in the Latin come&ea, admired,
why, i. 354,

PLuTaRcH, his admiration of M’emnder, i. 228.

PorTRY, the art of, wherein it :cousists, ii. 3. the
knowletge of its severul species, nacessary to the
dramiatic peet, i. 94. more philosophic.thau his-

- dory, 257. amgio, its peculiar excelleace, 807.
hath the advantage of all other modes.of tmita-
‘tion, .in what, i. 172, ci

s descriptive, .an identity .mxbe subject of,
no proof-of imitation, ii. 118.

- pure, the proper language of Passion, i.

104.




Porrs, old, much esteemed by Herace, i. 349.
their apology, 380. bad soldiers, 384..dramatic,
a rule for their observance, i. 105, bad, charac-
werized by Ailton, 278.

PoLvanoTus, his simple manner, wby admiréd,
under the emperors, i. 346. his expedient to ex-
plain the design of his pictures, ii. 161.

Pomronius, in what sense Iuventor of the Atellane
. poem, i. 198. - ‘.

Pore, Mr. honoured after death; by whom, i. 329.

. his censure of a passage in the Jligd, defended,
959. his judgment of the 6th boek of the Thebaid,
#. 191. his censure of the comparisons in Virgil
considered, 201. his opinion of imitation, 234.

PoussiN, Gaspar, his landskips, in what excellent,
i. 70,

ProDiaiRs,  inquiry into; the author’s opinion of
that discourse, ii. 206. an observation quoted
from it, ib. .

PurcaruM, how distinguished from Dulce, i. 109.

Q.

QUINTILIAN, bis judgment of new werds, i. 88,93,
of Farius’ trugedy of Thyestes, 95. of the pa-
thetic vein of Euripides, 116, of Ovid’s Medea,
144. of the state of Music in his time, 182. of
Euripides use of gentences, 190. of the- qld

. Greek comie writers,' 223, of Terence's wit, 225.
and elegance, 226. of the licentious feasts of Bac-
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: chus, &c. 235 of Aeschylus, 239, of the false fire
. of bad writers, 250. his opinion of the necessary

" inferiority of a copy to its original, how far to-be

a,@mittéd, ii. 114. his rule for oratorial narration,

. 130. 1. : : {

R.

Rmnox.pn, his Muse's Lookmg-glass censured
it. 53.

RuyME, how far essential to modern poetry, ii. 1.

Riccosoni, L. his observation of the difference be-
twixt the Greek and.iFrench drama, ii, 43, n. a
gaod critic, though.a mere player, ib.

RoBORTELLUS, his explanation of a passage, in-
- forced, i.110. )

RomaNs, much addicted to spectacles i 389. ‘

BuispaLg, his waters, i. 71. - .

S.

8ALMAsIUS, what be thought of the method of the
Epistle to the Pisos, Intr. to vol, i. 25. n.

-SAPERET, the meaning of thig word in A. P. i. 169,

SaATYES, a species of the tragic drama, i. 192. dis,
tinct from the Atellane fables, 195.

of elder Greece, what, i, 194.

why Horace enjarges upon them, i. 202, 203.

their double purpose, 200, style, 210, measure,

219, '
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ScavLieEny J.-what he thought of the Epistles of Ho-
ruce, Intr. to.i. 24. n. of the ancient Mimes,- i
205. his wrong interpretation of the Art of Poe-
try, to what awing, Intr. to i. 16. |

8CENE, of comedy, laid at home ; of tragedy, abroad
the reason of this practice, ii. 55.

ScHOLARS, their pretensions -to. public honours‘
and preferments, on what founded, i. 399.

ScHoLla, of the Greeks, i. 187, Aristotle’s trans-
lated, 189.

SENEca, the phnlosopher, his account of the mimes
of Laberius, i. 206.

- his Medea, censurod i 121, 143. his Hip-
po{ytus censured, 149. his Aphorisms quaint, 191.

SENTENCES, why so frequent in the Greek writers,
i. 185, ‘"

SENTIMENTs, religious, moral, and mconomxcal
why the descriptions of, similar in all poets, ii.
136, 145.

SERMO, the meaning of thls word, i. 327.°

SHAFTESBURY, E. of, his opinion of Homer’s imita-
tions, i. 67. of the writings of Plato, 252. his
Platonic manner liable to censure, 253, .

* SHAKESPEAR, excels in the callida junctura,i. 77.
how he characterizes his clowns, 200. his want
of a learned education, 248. advantages of it, ib.
his excellence in drawing characters, wherein it
consists, ii. 53. his power in paiuting the passion
of grief, 133. his description of ceconomical sen-
timents, original, 144.

StaTivus, his. character, ii. 190. his hook of games
criticized, 191.
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SHIRLRY, a fine passage from one of his plays, 1 86:

Smaey, Sir Philip, his character, i. 116. his eaco-

. mium on the pathos of tragedy, 397.

SOCRATES, .his office in the symposia of Xexophon’
and Plglo, i. 236. n. his judgment of moral paint-
ings, 375.

SoPHOCLES, the chorus of his 4ntigone defended, i. -
158, 163. n. a satyric tragedy ascribed to him,
198. a circumstance in his Electra compared
with Euripides, 259.

_ Srepuens, H. his observations on the refinement
of the French language, i. 90.

STRABO, a passage from him to prove the Tuscan
language used-in the Atellanes, i. 198.

STYLE, of poetry, defined, ii. 10.

SUBJECTS, public, how to acquire a property in
them, i. 219. domestic, why fittest for the stage,

- 247. real, succeed best in tragedy ; feigned, in
comedy, why, ii. 46.

ot T. . '

TaciTUs, a bold expression of bis, justified, i. 103,
TELEMAQUE, why no new similes in this work, 1i. 203.
TELEPHUS, a tragedy of Kuripides, i. 107. anather
tragedy of that name glanced at by Horace, 108.
Tempg, Ackan’s description of, translated, ‘ii. 119,
Tempre, Sir William, his seatiments on the pas-
sion of avarice, i. 265. his notion of religious
descriptionin modern poets, ii. 166. .
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““TERENCE, why his plays ill received, i. 224. fell
short of Menander in the elegance of his expres-
sion, 225. a remarkable instan¢e of humour in
the Hecyra, ii. 62. the characteristic -of - his co-
medies, his Hecyra vindicated, i. 354, 355. a
passage in his Andrian compared with-one in
Shakespear's Twelfth- Night, ii. 144. his opinion of

. thenecessary uniformity of moral description, 194.

TRAGEDY, the:Author’s idea of, ii. 30.- conclusions,
concerning its nature, from this idea,  31. attri-
butes, common to it and comedy, 42. attributes
peculiar to it, 45. :

admits pure poetry, i. 101. why its pa-
thos pleases, 119. on low life, censured,-ii. 84.
a modern refinement, 86. accounted for, 87.

Trapp, Dr. his interpretation of communia, i. 134.
his judgment ‘of the chorus, 146.

TRUTK in POETRY, what, i. 255. may be followed
too closely in works of imitation, ib. '

u.

VARRO, M. Terentius, assigns the distinct merit of
Cecilius and Terence, i. 353.

VATRY, Abbé, his defence of the ancient chorus, i.
148, .

VICTORIUS, of the satyrlc Metre, i. 219.

VIRGIL, his method in conductmg the Aeners Justb
fied, i. 139. his address in his flattery of dugus-
VOL. 1L AA
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tus, 332. his introduction to the third Géorgic

explained, 333. three verses in the same, spu-
rious, 341. n. his moral character, vindicated,
403. his poetical, vol. ii. Discourse on poetical
_tmatation, throughout ; his book of games defend-

‘ed from the charge of plagiarism, 187. why few.

comparisons in his works, but what are to be
found in Homer, 201.

UNcT1, the meaning of, in the Eplstle to Auguslus,
i. 349.

VOLTAIRE, M. de, his Judgment of machinery, what,
ii. 166. n.

UPTON, Mr. his criticism on the satyrs, examined,
i 202/

' w.

‘WARBURTON, Mr. his edition of Mr. Pope; Intr. to
i. 26. and of Shakespear, Ded. to Epistle to Au-
gustus, 287. and 80. his judgment of the intricacy
of the comic plot, ii. 39. of the scene of the
drama, 55. of comic humour, 61. of the double
sense in writing, i. 265. of the similarity in refi-
gious rites, ii. 165.

WHOLE, its beauty consists not in the aocurate
finishing, but in the elegant disposition, of the

- parts, i. 69. )
WIT, ancient, licentious, i. 230. why, 231.
Worps, old ones, their energy, how vevived, i. 89.

¢
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X.

XENOPHON, an elegant inaccuracy in a speech in
‘the Cyropaedia, i. 99. n. his fine narration of a -
circumstance in the story of Panthea, unsuited to
the sté.ge, 143. his symposium explained, 235. n.

a conversation on painting from the Memorabilia,
translated, 375.

oL P

Z.

Zuxis, his pictures, in what repute under the Em-
perors, i. 346.

THE END OF THE SECOND VOLUME.
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